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Inttoduction 


Prefatory Note 

The second volume of the translated and annotated edition of Sangfta - 
ratnAkara is being presented with a mixed feeling of sorrow and joy; 
sorrow due to the sad demise of Dr. R.K. Shringy in December 1983, 
while the book was in the press and joy because the book is at last seeing 
the light of the day after being in press for about six years. Scholars and 
students have been eagerly awaiting the second volume for ten years 
ever since the publication of the first volume in 1978. This volume contains 
the second, third and fourth chapters of the text dealing with rAga-s, 
miscellaneous topics and prabandha-s respectively. Observations on these 
three chapters are presented here in the same sequence. 

RAga-s 

The name of the chapter dealing with rAga-s is RAga-viveka i.e. discern¬ 
ment of rAga-s and this nomenclature implies that the author felt the need 
of discriminating between those rAga-s that were current in his times and 
those that had becomes obsolete. This title is justified by his treatment of 
this topic; he lias tried to strike n balance between the dual responsibility 
of recording earlier tradition on the one hand and current practice on the 
other. Matahga's Brhaddeii is the main source of earlier material for 
&&rrigadeva, the author of S. R . and in comparison to the former, the 
latter text bears the following distinctive features. 

(a) While Mataftga accepts seven Sarngadeva speaks of only five, 
excluding BhAfA and VibAfA. This is a more rational approach because the 
first five gttl-s stand for stylistic differences in the rendering of GrAma-rAga-s 
and GrAma-rAga-s are classified according to them, BhAfA-s and VibhA$A-s 
arc derivative varieties of GrAma-rAga-s and hence they could not be 
categorised at par with the first five gltl-s viz. SuddhA, BhinnA , Gautji , RAga 
or VesarA and SAdhArani. 

(b) MataAga’s Br . O. describes GrAma-rAga- s according to their group¬ 
ing under the five gitl-s ; i.e. Suddha, Rhlnna, Gau{la % Vesara and SAdhArana 
rAga-s of both the GrAma-s are described in the order of the five gitl-s. 

5 . R . follows the above scheme only partially. Seventeen GrAma-rAga-s 
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i.c. three each of the &uddhd t BhinnA, Gaudl and VesarAgitls and five of the 
SAdhAranl glti are described in (he accepted order. The remaining thirteen 
out of the thirty GrAma-rAga-s enumerated in S. R. 9 2.1.8*14* are described 
alongwith their derivative varieties and the order of their treatment is not 
in accordance with that of the gltl-s or the gramas. This treatment mixes 
these thirteen GrAma-rAga-s with two upa-rAga-s which are also the origin 
of rAgAAga-s (and are descrilved at par with GrAmasAga-s) as well as with 
bhAfAhga-s and bftAuhs , The author has treated these thirteen rAga-s not 
in their own right, but as the origin of current rAga-s of his times in the 
categories of rdgAAga, hhAjAdga and up&dga as well as one BfiAjA and one 
VibhAjA. Hence their sequence is determined by the relative importance of 
their derivative raga-s rather than by their own position according to gitl 
or grAma . Thus* S. R. has virtually divided the thirty GrAmasagas handed 
down by textual tradition into two categories, one of those that had lost 
relevance in the current practice of his time and t|te other of those which 
stood out as the origin of some of the current r4g<t-forms. 

(c) S. R . adds another dimension to the description ( takyana ) of GrAma • 
rAga-s viz. the prescription of season and specific part of the day in their 
usage as well as devatA at the esoteric level in addition to the specific 
juncture (sandhi) or situation of drama which was already prescribed in 
Br . O. Notated akyiptikAs are also added by S . R. for each GrAma-rAga. 

(d) .V. R. enumerates eight upa-rAga-. r, although it describes only two of 
them without specifying them as such. Br . D. does not mention this cate¬ 
gory; three out of these eight viz. lakkasaindhava * revagupta and pafica- 
mayAtfava are* however, described in that text under Grama-rAga-s. 

(e) The section of Br . D. dealing with DeiUrAga-s breaks ofT in its very 
beginning. But S. R t gives a detailed treatment of DeshrAga-s in four cate¬ 
gories* viz. rAgAdga. bhAyAnga, kriyAnga and upAAga. The citation from 
Br . D. found in Kallinntha's commentary on S . R. t 2.2.1— enumerates only 
three categories omitting the fast one viz. upAnga . Thus upAAga could be 
taken as a later addition. 

(f) S . R. adds a new (unqualified) category by way of rAga which is 
neither put under MArga nor De<f. Twenty names are given under this cate¬ 
gory, but only ten are described. Curiously enough* most of these rAga-s 
(that are described) are derived directly from jAtl-s and are assigned to a 
specific grAma. This would suggest that they were designed as being parallel 
to GrAma rAgas and were the product, so to say, of an attempt to retrieve 
a lost tradition. S. RAj. 9 2 2.1.20 c d-23* however, discards this category* 
saying that it has no specific characteristic that would justify its distinc¬ 
tive entity. 

(g) Although S. R. describes a much smaller number of BhdyA-s, VibhAyA-s 
etc. it adds a new dimension to their description and this is the mention of 
specific gamaka-s like Ahata, kampita , sphurita etc. Deft-rAga-s grouped 


under the four categories viz. rAgAhga, bhAydnga, kriyAAga and upAAga are 


also described in 
this point: 

similar terms. 

The following references would confirm 

Same 

Category 

Peter ip tire phrase 

To# 

RSgMga 

Kampta pa 'Vnw'J (with a 'hakeful t'a^cama) 

Gut Jar 1 

RAgAtga 

(a synonym of Ahata , mime of a 

gmaka) 

r>9<*kh\a 


Sphurita-gAmthAfa (with sphurita gartmka on 
gAndhAm) 

Rogantf 

BhAfadga 

Sphurita-dhaivata (with sphurita ganaka on 
dhaivata) 

S iAt half-k AmadA 

UpAAga 

Karnpra • dhaivatA 

CMyAnaffA 

UpAAga 

Kampita-tiiiAda-gAndhArA 

KolAhalA 

BhSfA 

(iania'\AnvitA (full of yamala) 

ChevAtt 

BhdfA 

tiamaka-saAivutA (full of gar r aka) 

MalhArl 

UpAAga 

TAditA isce gufrati above) 

PrfavAla-gaufa 

UpAAga 

Andtdita f nd/a (Andidita go nut* a on India) 

Turudagottdo 

UpAAga 

Sfartdra t Adit A (Ahata gamaka in | he lower 
regiMcr) 

PrArija gaufa 

UpAAga 

rrasphurat-iadja-paAeanta (sphurita gamaka 
on tadja patieamn) 

SaurSftrl 

BhitA 

GnmkAm ifA (full of gamaka) 

Saindhavt 

BHAfA 

Gamaka sSndt A (itcivic with gamaka-$) and 
laAghita (skipped) svara-s 


The seven points given above presenting a comparative view of the treat¬ 
ment of rAga-s in Br D. and S. R. evince two definite trends of the post- 
Mntnriga period viz. (I) inclusion of non~dramatic elements like season* 
time of the day, devatA etc. in the description of GrAma-rAga*s and (2) des¬ 
cription of Deft raga-s and RhAyA-s in terms of generic and specific 
gamaka-s . Both these trends are very significant. The author’s complete 
silence about rAga dhyana (visual contemplation of rAga-s) is also notable. 

Miscellaneous Topics 

The third chapter dealing with miscellaneous topics evinces a definite bias 
towards vocal music. The vdggeyakAra (composer of text and music of 
song), the good and bad qualities of a singer, five types of singers* three¬ 
fold singers (solo* duet and ensemble), songstresses, types of voice, excel¬ 
lences of voice* blemishes of voice, Uirlra (gifted voice), gamaka, sthAya % 
Alaptl, the ensembles of male and female vocalists, all these are directly 
related to vocal music. The good and bad qualities of instrumentalists are 
dealt with in the sixth chapter. The main source of the treatment of most 
of these topics is Somdvara’s MAnasollAsa. (Gaekwad Oriental Series* no. 
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138). For sthAya-s PMvadeva’s SaAgtta-samayasAra which is most proba¬ 
bly more or less a contemporary of S. R. could be said to be a source or a 
parallel document of this excellent analysis of melodic phrasing and render¬ 
ing, The main difference between these two texts in this context is that 
while S \ R . represents the Sanskritised version of the terms forming part of 
this concept, S.S. SAra represents the Prakfta version. The word sthdya 
Itself it a Sanskritised version of ( hdya . This chapter is of great relevance to 
our contemporary music. The description of sthAya-s under two categories 
viz. those that were known earlier {purva-prasiddha) and those that were 
known in the author’s time {adhuna-prasiddha) bears testimony to the 
author’s concern for recording earlier tradition and current practice. 

Prabandha-s 

5. R . equates prabandha with gAna of W. S. which is contra-distinct from 
GAndharva and gAna in its turn is identified with f>esl 9 while GAndharva is 
identified with AfArga, This identification is not quite valid because the 
earlier pair of GAndharva-gAna is not identical with the Inter pair of MArga • 
f he former being more closed and guarded and the latter being com¬ 
paratively wider in comprehension and more loose. Anyway, prabandha Is 
accepted as part of l)e<i and this fact is handed down by Br- />. S. Jl.*s 
treatment of prabandha is nearer to that of Niinyadeva's Bharat a-bh Asya 
and SomHvarn’s AfAnasotlasa than to Br . D. which, of course, is the first 
extant text to speak of prabandha-s. 

Three names of nibaddha-gAna (composed or prc-determined music) are 
given in S . R. viz., prabandha , vastu and rupaka ; but they are not defined. 
«S. RAj . (2.4.2.3 c d-6) tries to distinguish the three as follows, although he 
concedes that they are synonymous. 

Prabandha— that composition which is comprised of alt the six aftgas 
and four dhAtibs. 

Vastu - that composition which has a lesser number of anga-s and dhAtu-s 
i.e. some of them are omitted. 

Rtipaha that composition where the dramatic element is predominant. 
Neither S . /?., nor any other text (not even S. RAj,) makes a specified use 
of these three names. Prabandha is the name that is widely used and S. R. 
uses the word rupaka only in two contexts viz. in the compound Rupakdlaptl 
standing for the improvised elaboration alongwith the composition and 
while analysing the elements of novelty in a composition It is not clear as 
to why the word riipaka lias been used there instead of prabandha which has 
otherwise dominated the scene without exception. Vastu has not been used 
at all. 

The basis of the threefold division of prabandha as Stlfa (including its 
sub-type Sal ago stUa\ Mikrama or AUsamirita and Viprak irna is not clear 
and the same has not been indicated at all in S. R . S . Raj, (2.4.2.36 a b) 
•ays for Viprakfrna prahandha-s that they were fit to be sung as unconnect* 
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ed pieces i.e. each one is self-sufficient. This suggests that the other two 
categories viz. SO fa and Alikrama imply a series of compositions that are 
interlinked like the 24 songs in Gita-Govinda of Jaideva. But it is not pos¬ 
sible to verify this suggestion on account of paucity of illustrative material; 
whatever little is available in MAnasoUdsa is not adequate for this purpose. 
If this question of presence or absence of interlinking among compositions 
is set aside, then the following characteristic features of these categories 
collectively or individually stand out on close scrutiny. 

(a) The various combinations of six at)ga-s viz. svara i.e. solfa syllables, 
tfila, pada (verbal structure), Una (the syllabic unit 'tena' standing for ‘That* 
— Ultimate Reality), pA\a (drum-syllables), biruda (eulogistic epithets) do 
not at all play a part in the SAfa prahandha-s . All the eight varieties in this 
category are made up of only two auga-s viz. pada and tAla. Hence the 
arrangement of other aOga-s is not responsible for the creation of variety in 
the Sufa category, whereas it is so in the other two categories viz. 
Alikrama and Vipraktrna, In the varieties of Sufa however, gAna-bheda (the 
order of repetition of the dhAtu-s or sections) does play an important role. 

(b) The udgrAha (introductory section) is generally bigger than the dhruva 
(the section that is constant due to repetition or due to being indispensable) 
or it is at least of equal length with the dhruva , very seldom it is smaller. 
Hence dhruva tends to find a position almost in the middle of a composi¬ 
tion and not in the beginning, as is the case today with the sthdyl which 
could be equated with dhruva. The Sdtagasufa prabandha-s embody a 
marked deviation from this location of dhruva. The first prabandha of this 
category is known ns dhruva and there the first half of udgrAha is treated as 
dhruva , thus shifting the location of dhruva from the middle to the begin¬ 
ning. Thus the SAlaga-stifa-s are closer to our contemporary practice. It 
should be noted here that Sdlaga-sufa prabandha-s were later accorded a 
separate category called gUa in the scheme of caturdandl or four rods viz. 
AlApa , \hdya % gfta and prabandha (see Caturdafai Prakdiika , 8.1-4). 

(c) Although four dhAtu-s (sections) are spoken of with a fifth one called 
antara prescribed for Solaga-sufa-s, really speaking the maximum number 
of dhatu-s that could find place in n prabandha is four, because melApaka is 
forbidden where antara is prescribed. Even so, the majority of prabandha-s 
has only three dhatu-s viz. udgrAha , dhruva and Abhoga, because melApaka is 
generally optional even when it is prescribed. 

(d) Inscription ( ankana ) of the name of the composer (gd/4-singcr), the 
nAyaka (hero) or stutya (the object of eulogy) and of the prabandha is 
prescribed in the Abhoga. Even when the text omits this prescription, 
Kallinatha invariably supplies it. Because of the requirement of inscription, 
the Abhoga is prescribed to be composed of pada (unspecified verbal text). 
Inscription of the name of prabandha is prescribed only in two cases, viz. 
gadya-prabandha and paftcatAleivara, but the illustrations found in Some- 
tfvara’s MdnasoUasa contain this inscription in many cases. 
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(c) The FJa prabandha, Ihe first in the .^iWacatcgory (qualified ns Suddha* 
s&da with reference to SAtaga-sfida) is given a special treatment, the origin 
of its four primary varieties is traced to the four Vedn-s, tie vat A-s (presiding 
deities) are mentioned for its sixteen pada-s or components, ten prApa-s are 
allocated to ten of its sixteen components etc. Similarly, dhrttva , the first 
out of the seven SAfana-stida-s is given a special and elaborate treatment; 
its sixteen varieties are described in terms of number of syllables of text, 
M/<?, rasa , benefit accruing to the singer (composer) and his patron. 

(f) Numerous varieties of many prabandha** hove been spoken in terms 
of a corresponding variety of M/o-s and both have been given identical 
names. Metre {chanda \) also plays an important role in the creation of 
many varieties and sub-varieties of prabandha**. 

(g) Although prabandha belongs to a category of music independent of 
drama, it has inherited the tradition of vinhaga (specific application) in 
terms of rasa -t, private or public situations, and seen benefit (dfffa phafa). 

(h) Although prabandha is said to be composed in DeSi*n gas and DelU 
rfila*s, hangovers of the MArga tradition arc strewn here and there. For 
example, the FaAcatAleivara prabandha is described in terms of all the five 
toArga-tala-s. 

The chapter ends with a short discussion of the factors responsible for 
novelty in a given composition. This is a very interesting and significant 
part of the treatment of prabandha. 

Reference is invited to the following research papers on some of the 
points made out here. 

1. 'SulAdis and CgAbhogas of Karnataka Music* by R. Sathyanarayana, 
published by Varalakshmi Academy, Mysore. 

2. * Dhrura in Dhntpad* Prcm Lata Sharma. 

3. ‘Signature in Dhntpad Song-texts and the Problems Arising There¬ 
from*— Prcm Lata Sharma. 

(No. 2 and 3 published in Dhrupad , Annual no. 2, 1987 by All India 
Kashiraj Trust, Fort, Raninagar, Varanasi). 

Word-Index 

The subject matter of the present volume is different from that of the 
first volume because it is abundant with nominal terms that do not involve 
an elaboration of the concepts they stand for. Hence a word-index indicat¬ 
ing the contcxt(s) of each term has been prepared, but a glossary in 
English lias not been attempted. This departure from the pattern of word- 
index-cum-glossary adopted in the first volume has been dictated by the 
contents of this volume. It is hoped that the renders will find this index 
useful. 
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(xxxiv) Ijyli-prabandha 

307 

(xxxv) phollarbprahandba 

308 

(xxxvi) Dantbprabandha 

309 

Section 5: SAlagastiifa-prabandha-s 

Introductory 

311-314 

(i) Dhruva-prabandha 

315-332 b 

(ii) Manfha-prahandha 

332 c-338 b 


Detailed Contents 


xxxii 

(iii) Prailmanfha-prabandha 

(iv) Nlhs&ruka-prabandha 
(v) A (/dot A la-prabandha 

(vi) R&xaka-prabandha 
(vii) Ekat&li-prabandha 

Section 6: Criteria of Critica! Evaluation of Prabandha-s 


(a) Critical classification of Rupaka 

(i) Uttama-rQpako-s (361 c-365) 

(ii) Madhyama-rtipaka (366) 

(iii) Adhama-riipaka (367 a b) 

(iv) Varieties of Madhyama^rQpaka (367 c-371) 

(v) Varieties of Adhama^rUpoka (372, 373) 

(b) The Excellences and blemishes of song (gtta) 

(i) The excellences of song (374-379 b) 

(ii) The blemishes of melody (379 c-380) 


338 c-343 b 
343 0-347 
348-352 b 
352 0-356 b 
356 c-361 b 


361 c-373 


374-380 


Chapter II 

The Discernment of RSga-s 


(i) SFSfctflfsSI 

«w snfa ri faqnrowmssfaCTT t 

% 

{ IMijfi ii ^ it 

Section I 

The discernment of gr&ma~rdga*. r, upartiga*i f, rflga-s, bhtijO-s % vtbhAfd-s 
and anfara-bh&jd-s: 

(i) Announcement of the subject-matter : I 
. Sfirrtgadeva. 1 now, proposes to deal* comprehensively* with the discern¬ 
ment 4 of rAga*s, composing in a succinct and lucid style. 6 (I) 

Comments 

In the first chapter the author ha9 dealt with nil those factors of tonal ’ 
phenomenon that go to constitute music, and also with the primary forms 
of melody, the melodic types (Jfitbs) and the rules and regulations o f jdtb 
songs. Now, the author proposes to deal with the melodic forms that came 
into being subsequent to the JAtbgAna, and which are gene ally considered 
to be derived from it. The chapter is aptly entitled rAga-vIveka-adhyAya, i.e. 
the discernment of rdga-j. It cannot he definitely asserted that rdga^s or 
the melodic forms signified by the term rdgn were known to fthnrntn; 
though such a possibility cannot, on the other hand, be ruled out abso^ 

1 NifitjAka of the test manning Tree from doubts' is nn appellation of the author. • 

'Paeoyati of the text literally means 'composes.* hut in this context it meant 'is going 
to compote*. It hit been rendered at ‘proposes to deal with* tit view of the fact that he 
it miking an announcement (pratifM) of the subject-matter of this chapter. 

'Nikhlhm of the test literally means, 'entirely.* without a part (undisclosed). 

'Rafa riveka literally means 'the discernment of but as pointed nut by *S\ it 

implies not only the classification hut the specific character ism ion of dilTerent 
rdga-t. 

■The phrase 'SaAkfipia pratantui ptufaponktinA* l*ns been rendered as 'in a succinct 
and lucid style.' Pado stands for a wont and po*htt liteiattv menus n line, i.e. a sentence. 
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Section 1 


3 


lutely. The word rAga is used by Bharata in its general connotation of 
emotional colour, or aesthetic enjoyment, or pleasure {rakti) and in the 
compound grAmarAga at certain places. Tlic word rAga is used by MataOga 
for the first time in a technical sense. He ns quoted by *S‘ t defines rAga : 
'‘That particular sound (formation) which is embellished by musical tones 
and the movement of tonal patterns and is (thereby) delightful to the 
people's minds, is called rAga by the wise,** 1 He derives the word rAga from 
the root raftj, ‘to colour' and brings out the significance of this derivation 
grammatically, as well ns by usage.® *K* points out that, though the word 
rAga can he derived grammatically as shown above, jet it seems to have 
acquired a different meaning in usage, such ns when one says, “I don’t like 
this or that rAga 4 ' 

RAga, as such, implies a particular melodic configuration, and not 
merely 4 rakti its literal meaning. That is why Matnrtga says : “The parti¬ 
cular form of the traditional technique of rdga which is not recorded by 
Bharata and others (following him) is demonstrated by us by the descrip¬ 
tion of the lakfya (characterised music) and its fakfapa (characteristic 
features).* 

This shows that the technique of rAga was being evolved in the tradition 
since the time of Bharata and hod acquired n definite shape and was 
prevalent sometime before MntnAga. 

Discernment of rAgas implies the classification, differentiation and the 
definition of tenfold rAgas viz. grAmarAgax, uparAgas, rAgas. bh&fAs, 
vlbhAfAs, anfarabhfifAs, rAgAAgas, bhAfAAga-. r, kriyAngas and upAAga-s, 
'K* interprets rAga-vlveka as the relative differentiation of the ten types of 
rAgas, while *S* primarily defines it ns a classification of rAgas including 
their characterisation and definition as n secondary meaning. Thus, 'S’ 
thinks that the author proposes to deal with the entire subject-matter con* 
cerning the study of the sum and substance of rAgas. 

The author explicitly proposes to deal with the subject of rAgas quite 
comprehensively, succinctly and lucidly. This statement merits a few 
observations. 'K.' interprets that S&rfigadevn proposes to make a succinct 
and lucid presentation of the subject-matter that is expounded in on exten¬ 
ded style by Matnrtga and other ancient teachers. Tins leads to the inference 
that Sairtgndcva undertakes not only to compile the extant literature of 
his times on the subject in a systematic and abridged form but, also 


iRProw t tpt: yfaft gfr II $.R., II, p. 3 , 

TFT) ay i gd l I 

Tffir wf: i 

1 TFltshT: II Br.D. t 283 , 284 . 

'TFmr^FT rr^T vPTTtftftr: | 


Br.D , 279. 



Jotends to deal with it comprehensively, which shows that the earlier 
treatises on the subject were nm considered adequate for its study in his 
times. In other words, the task of Sftrrtgadcva has been twofold, viz. to 
compile the earlier literature on the subject in a systematic und abridged 
form, and to deal with the subject adequately *o as l« include the later 
developments in his work. This view is amply evidenced by the treatment 
of this chapter, as it will be observed in due couise. 


(ii) ilHKHIT: 

tJlMTPTT: fg: t 

(ii) The fivefold grAmasAgas : 2ab 

Thejprd/i»o*rdgn j are five-fold as they conform to five git is'. (2ab) 

Comments 

GrAmasAga-s are related to the two grAntax with the intervention of jAths 
only, and therefore are more closely alliliatcd to them ns compared to the 
bhA$A j and the later rAga s. Mntartga raises the question as to why thsse 
rAgas arc related to grAnwx and ore called grAwasAga s, and in reply 
quotes Bharata who snys, “because (tie grAmarAga-s are derived from 
JAtl s" (ns quoted by 'K.*). This statement however, is not to be found in 
any of the available recensions of N S. 

This classification of grama-ragas is based on the five git is. The author 
has already spoken of gifts {SI f., 1.8.Med* 16b) ns based on pada 
(verbal text) and tAla. Presently he is talking of gAtls that are bnsed on 
tonal peculiarities, i c. svaratrltagiti. 

Bharata has spoken of the four pada-glfis viz. mAgadht\ ardhomAgadhi, 
sambhAvitA and prthulA. However, git is as associated with rAga s are first 
mentioned by Mninftga, a ul he describes seven gills viz. suddhA, MdnrtA , 
gau<fi t raga'gUl, sod ha rani, hhAfo and vihhAsa. Y6s|ika has spoken ot three 
giti'S viz. bha$A t vtbh&fA and antaraMuifA only, white ffmh’da recognises 
bhA$A ns the only giti. (see Matadga's Bf />.. 2KV90). Durpniakti accepts 
five gUIs viz. iuddhA, bhitwA , gaud*. vexarA ami sAdhAntni. 

SAfOgiulevn obviously accepts the views of Dinp^akti nod this fact is 
noticed by *S\ Among the seven git is of Maiafiga, the Inst two viz. hhfifA 
and vihhafA represent the derived vaiieties of grama-rAga s. For 1 he pur¬ 
pose of classifying the grAmarAgas only the first live gitis have been 
used. S&rftgadeva rationalises this confusion of categories by eliminating 
bhafa and vibhAyA from the list of gitis and by accepting only five giti s 
into which the grAtna-rAgas are classified. Thus, the source rAga s and their 
derived varieties have been put in different categories. 

Giti , in general, signifies the act of singing, i c the tonal, rhythmic and 


1 I*hese arc known ns rAgi-qHi t m conimsi will* il»c p uto gat «. 
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stmc,ure ° ra "‘usicnl piece: the specific distinguishing features 
of the five melodic ghl-s are described presently (2cd-7). 


(iii) iffair: 


nfcm: 35T * nhft * u^n . 

wsioflfiT, gjr unstomfim: ^*»T: I 

fw IK: utf: 11311 



srefaMftqfo: wm* nW *mr tivit 

% 


mx: , 

^*iOwK<«)?h tl^ll 

Tnnftfinrari ■sft^ gtj: n^n 
Mg«iffn*m trw fam mwTT®fy am i 



TTHT: qm: livsn 


i 


(iii) The five gUbs ; 2c-7 

(2^:.)* #re flVC * W * Vl *' SuddM ' hhlnn *' Kau{fr ' vtsarA and ^drapr 

Buddha is (characterised) by captivating' and straight® notes. Bhlnrtd is 
(mar ed) by fine 3 and curved 4 notes taken along with sweet sounding 
gnma fj-T. 3 Gaudi is considered by the wise (o have an unbroken sta>® 
among the three registers by ohntiiued 7 captivating notes and closely knit 
gamaka-s of the three registers. (3b-4) 

OMfl is (produced) by low. soft and quick" notes taken with kampUa ® 
gamakas in (a posture obtained in) an effort to (pronounce) the letter ha 

otniiMr M " , i ?' < ‘ rPrt,ed by °* manol ’ara (literally that which steals the mind) l.e. 
^C;;.^r,, r NijenhU,, iden,inei * "* the oloAkA'o of the some name, cf! 

a. W*7sim?e)" y mean * ’ n0 ‘ C “ ,Ved ' ‘' * Ve0 or *' ral 8 h, • ’ S ‘ >"«n»re.. it 

‘SM/ma of the fexu. 

* Patera is literally tw»t;d or curved. 

minds"""*" h den,,ed ^ ' he a “' h0r ** * ,,hak *‘ ° r ' he n °' e ,hM ' ’* 10 fi'tcnert' 

Prevalence. In lid. contest It show, that,*,* 

•rhnt is made captivating through the uteofoAJif. 

f" fans * f a ,,cr ' which implies n comparison with other gtlt-M. 
hampUa «i one of the,*m*Ao. f . | Q be e* P l a |„ed in chapter III. 
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-in combination with the letter au by keeping the chin over the cheat. 1 (5) 

' Vtgasvard? aUo called rdgd* or vesard by the learned, employs notes 
in quick succowlon 4 so ns to be delightful in nil the four varna*s* while 
SddhdranJ* is considered to be based on the characteristic features of all 
the four ghbs, (6-7b) 

Mga \t are considered to bo iuddha* and so on accordingly as they are 
associated with tuddhd and other gUi'S. (7cd) 

'Hits signifies the posture obtained in an effort to sing the syllable auAa. 

'Vegasrord literally means ‘one having the notes in quick succession*, so that its 
very name reflects its significance. 

•The other name given to this gfti is rdga % which too is literally significant as *S* 
derives il from the word rdga in its literal meaning of aesthetic colour or delight. He 
says : “Being eatremcly delightful among ihe four rarna» (patterns of lonal movement) 
U is called rdga. And he quoieo KAtyapa in snppori of his interpretation: “The rdga 
(hot is delightful (III. beautiful) in the four varna-s nntl that is seen among them in its 
entirety Is, by that reason known ns rdga (gftih That is (also) known at retard because 
the notes In It move swiftly*'*. Thus, the name retard too is literally significant. The 
word mard In Its Prftkria connotation denotes a class name, laterally It signifies ‘mule*, 
the crossbreed of horse and donkey. In die terminology of architecture ye sat a (os 
derived from tiebVatra) signiOss the cave-liltc structure with two corners (or angles) 
only, that progressively widens as it goes deeper from a nnrrow mouth bavins an arch¬ 
like curved formation over a flat base. This may h? suggestive of the melodic form 
assumed by this gift. Technically, In the contest of the above observations it maybe 
inferred that SfirAgadeva has adopted the name rega-svard for retard on the basis of 
Kfiiyapa's definition. It is gathered from the Dhrupad singers of repute that even to this 
day the dhrupads that are sung in retard gill, begin with quick tempo and progress into 
middle and then Into the slow tempo. .Such a procedure seems to provide a common 
concept signified by the nsms reto'd in music and architecture. However. *K* offers a 
slightly different interpretation, lie says, *’/M go glti is that (or is so called) which 
functions as the foundation (literally support) of r«gn. M (Rdgd iraya-btodgitl). But 
since this entire classification pertains to trardfrila gitbt. the interpretation of 'S' seems 
to be much more consistent. 

•sgsfaflr sskt «i> tpr *i)to) *to i 
« tof 3«j to tin? «fit wn: i 
pro: wrfai u 

•The sense of 'succession* is taken by implication, 

•Namely Sfhdfi, drohi, araroUi and rated*i. 

*Sddhdrani literally means general or the gilt that unreservedly partakes of the 
characteristic features of ail the previous four types of gfti. So the name by itself signi* 
fies its character. Matanga defines it as under (as quoted hy 'S*) :** 

" SdJhdrant # which is known as taking resort to all the gUb* is composed with notes 
that are straight, lilting somewhat subtle and subtler, sweet sounding, a little bit swift, 
soft and Captivating and are arranged with fine and smooth intonations in practice/* 

istort n 

qnto ij?4: grftfan i 

to wnnto) sWM)r«qiq«ii 11 

•As the htdtthd nnd other giU-t are t*w**f trita giii-r the that are associated 
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Comments 

K observes thnt the nnme oMfi is derived semantically to indicate 'that 
which wallows between nu nnd ha (auktlraluiktlraiialaiiy. He further 
points out that the syllable auha (au+ha) is not literally to be sung. What 
is implied is that, by adopting the posture obtained in an effort to pro¬ 
nounce softly (i.e. in the low regi.tcr) the syllable auha viz. by keeping the 
chin over the chest when low, soft nnd quick notes are taken with kampita 
gamaka-s, oMfl is produced. ‘The notes of gau<ji are embellished by ohfifl,' 
would therefore mean that they are sung with the particular effort called 
ohati. Thus, ohafi is the name of a technique of producing notes. 

(iv) 

<fS3TOT*f«5eff?H: gsvftjqtqtqq: I 

svrunst, tn^ g ssnit ucn 

tsvtnt ffwtmtm: «naq: g^tttftqqt; \ 

W3TT: Rtftfff, fifrriT: *g: qsq tfifstltirrirq: n^u 

fvwmtsrro strait, mswfsray i 

f^qs^iH 5?^, ffhltfffinTOSqq: u { on 
qeqjf | 

tfa traSf zssck<romnrl u^n 

qsq?f g | t, 

mere: ff^BnTPeftsff fgffmtgwyftnp : n^u 
r^ftsts?y HTf merTormra: i 

fTOTOffiff: 5TVt Mwtivins-v<q: u^n 
***<&* smntsisnrqwwV TOsrsfW: i 
fevm: srysfam ymim amt urn: n$vn 

(iv) The grdma rfiga-s : 8-14 

^ nddh a - k at sika-madhyam a t tuddha-sAdhftrita ant! fadjagrAma ns derived 
from the fndja xra m a\ and paAcanta ; madhyama-grama, sadava and tuddha- 
kai&ika as derived from the ntadhymagrAina constitute the seven htddha x 

with them arc qualified by them ns fuddha, hhinna. *««*<«>. a nd sAdt,Arana as 

will he seen subsequently. The magadhi and other jffW-J spoken of in Section eight of 
chapter I arc primarily based on pada (verbal structure) and fata. These are however 
based on flic tonal structur© of and the style of rendering the rAga . 

’Thegrdma rdra-snn derived from the/W-r which are necessarily associated with 
the grama-r, therefore, they too arc associated with tlicm (jfr.lm« j). and It seems, this 
tsoneofthe Tactors that lives them the prime place amon* the derived rJga s. Indeed 
the Jstl J and lUr grUmanTgat arc very closely associated in their metodic form as well 
e» in history. 


^.Section I 

»! 


& 

it 




(pure) gr8nupr&ga-s. (8-<>c) 

BMttna-s arc live viz. Kaltika-madhyama nnd bbintta-fad/a in the fadjv 
grfima, and (Ana, kai&lka nnd bhhtna paftcoma in I he madhyanui’grflma, 

vtrm 

arc three viz. gaud<*~kaiUka-madhyama and gaud a*pa ft coma in 
the fadja-grdma and gauda-kaislka in the nvidhyatna-grAma. (lOd-lIc) 

There are eight vesaras viz., (akka, vesara fAdnva nnd sauvTra in the 
fadja'grama, bo ((a, mftlava-kaitika and inftlavttpaftcama in the madhyama - 
grAma, and takka-katfika and hindola pertaining to both the grAma-s. 1 
(I Id-13a) 

Then, there are seven sAdharana'S viz. rupa-sadhara, taka and bhant - 
mAna-pahcama in the fadja-grama, narta, gfttidhara-paftcanta and ?adja- 
kal&lka in the tnadhyama-grftma and kakubha pertaining to both the 
grAma-s. (13b-14c) 

These thirty*(rdj?/i-.r) are considered to to the grAma-nlga-s* (I4d) 


Comments 

*K* quotes Mata*ga« and gives the definitions of the five types of rAga*s 
^ in his (MataAga’s) words as under : 

(i) The iuddha rftga-s : 

"The raga*s that proceed in accoidunce with their own Jftti, that do not 
look to others and manifest their own Jftti are known as ttsddha-s,*' 

(ii) The bhltuta rdga s: 

**Bh!nna (literally differentiated) is so called becauso it is differentiated 
with reference to four (factors) viz. sruti, jftti, purity and tone (jr<?ra)*\ 

He further explains how it is differentiated with reference to each of 
these four factors which may be referred to in his commentary on Suddha* 
s&dh&rlta (following its Ak$iptika % pp. 25-26). 

(iii) Jlie gauda rfiga s : 

^heing related to the aforesaid gatidi gif/, (such rAga-s) are called 
gditda-s. 


m* 


•Sine© these two belong to JAH s ass^cinietl with both ttie grAnta-s t they have been so 
described, explains *K*. There are other simitar instances following. 

•Seven iuddha-s, five bhiftna s, three gaufa s. eight vesaras end seven sAdhArjna-M 
(7+5 + 3+8+7-30) make a total of thirty r«fjea*jr tn all. 

•*JC' explains why the name grAnut'i Aga is applied to these rAga s and on the authority 
of Matanga he assigns two reasons enunciated by Hharata vi* (I) "all that is sung in 
the contemporary nnd regional music subsists in iUeJAti-s and (ii) because the grAma- 
riga-s are derived from It may. however, be noted that no such reference is 

found in the available recensions of Naiyniftsirn. cf. Douttam, 97ab for the corrobo¬ 
ration of (I) nbove. 

He further points out the immediate proximity of the grAma raga-s to jAtbs with 
reference to the other derived melodic forms such as bhAjA * ami nntarahhAfA t as an 
additional reason lending significance to the name gtAma-rAga. 

4 See *K*« commentary on verses 7+26 of Sec. 2. 
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(iv) The vesara rdga-s : , 

“Since notes move rapidly (in these rdga-s, they are called vesara-s.” 

(v) The sddhdrona rdga-s \ 

"I (am to) describe the seven sddhdrana rdga-s that are other than the 
iuddha-s, bhlntws, gautfa-s, and the i esaras nnd yet are the combination 
of these all.” 

(v) sqrcm^ttr: 

tncifasroimiw: i » 

SftfaNFimwqql ^qg«q: isynyraq: it $ hh 

qiq qvqR> qiqtjSPqq: I 

(v) The Uparagos : 15-16b t 

There arc eight Uparaga-.d viz. Aakatilaka. fakka saindhara, kokild * 
pjdcama . rtrugupla, padcama-fddava. bhdramlpaftcama, ndgagdndhdra and 
rtdgcpaiicama, (15* 16b) 

(vi) 

qkrqqqsr) vnrastprawft u 

Hqqt HTqt *qfq: , 

Sferrm: qhmq: srwtai) q r s ragsw : n^tsn 
wrert tjtfwr: i 

qreqfTm«r?%fq ttst fqnfqq\frm: n^n 

(vi) The rfiga-s : 16c-lR 

Twenty raga-s are known to be there viz. ,<rf. na(f>. hangdla of two* 
varieties, bhdsa madhyama, fd<lava. rakta hama, kohtatidsa. prasava, 
bhalrava, dhvani, megha, soma, two varieties of kdmoda. dmra-paflcamd 
kandarpa, deidkhya, kaiMka-kakubba and natta-ndrdyana. (16c-18) 

(vii) qiSH-miq^w: 

rWt: qsqpft fq?qqsqq: l 1 

ll$£|i 

^fTORTS^rt fqwmat> \ 

q^qqMTrq qiq: qsqqqreq: ll^ott 
vror’qt snror: qyqqsfo t ' 

' (Jpn-rSga literally implies approximate (grim,,) tag,,. K‘ saya, the upo-riga-t 
nearly approach the grAma-rAga** nnd that it why they a re to-called 



(vii) The Mififd'janaka (parent) raga*s : 19-21 b 

Th:rcare fifieen rtiga.% declared by Ya>$ika' to lie the progenitors* of 
bMja*s vir. sauvfra, kakuhha* (nkka, pad ra nr a, Mtltwa-paflcama, fakka - 
kaltiko, hindola, hoffa, nuVava-kaisika. t’iUullwra-pndama, blthma-fatfja, 
vesara-fdtfava, mdiava-paftcanuK Uina ami pailvattta fiitfuvtu (19*2lb) 

(viii) qiqirqvuqTsqfOTist^q: 
tRwi w ww: irWft qWKt ^irorarcr uspi 
«imfa n q »n*XRt, qtf% fvraqsaanft i 
qqwiteft qwtqtnm RFcft qg*> qqr i.^ii 
sisrfq'scfq q<r, fatft fenaqr qtqqqq'T i 
qpftftqq qgqrft, qqqTqreqifaqq n^u 
qroqnrfqqq, ?»t% won i 

qxcsqft qwtqqiq&^T qTffqqqxt IRVII 
iljqnrV q?qq> stalRTH qsqqatfaqr i 
qhroO qqqsqft qtnn^qsrqql u^u 

qwwft qiqqfqqi qftrm qf«rqf?sqq \ 

?IRT«n$fTVI qt^n USSR 

qwi: rgrq ^nTqq»tn?wt «r \ 

(qwn: ; qsqJf gq: O^vsll 

vftwt wwl mq^qrq^ q gqft \ 

qmq> qTfwontqpM> mqq^ q5T IRcll 

tfe qror, Pmw f qvqpmm t fH fr xm: \ 

.qww: <nq? qqqgfqxn 

tn^rq^tl q qTTT?r) fq5tT~t?qq qstqwft I 

fionqr ; qmqTrwqfqr) IIV" 

qw i, ffifqqMr^T fqqmr ; jqj% qq i 

qiqi: fgw^ qqqyqft qqsfqtiqqt il^pt 

'According to *K* MfitnAgo tpcaks of sit such /fr<iwar<iga-fi. K^yapa of twelve and . 
ftflrdOla of four only. Since the school of Yfishki comprehends nil these schools* with 
Its fifteen gritma rAga*s, the author seems »o have ml<»pted his views (with one subte- 
quent addition of his own) which, incidcfiiiillv happens to he die most comprehensive 
one. It mny however he noted that ponowitfStittova is listed by SftrAngadevn as on• 
uparJga. See note no. 3 on verse 4lh-4?b. 

*Rh&fi f flit, language) is esplaincd hv *K* as ih* mannei lor type) of d/d/ki ofj 
the grdmaraga-M. I'ibhnfJ and unfit*<tUUa\>t ate aUo in he ondeisloml in this sente. 
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The Discernment of Rftga-s 

vrmr g n^n 

RrgTOt *Tl^ft ^pcl WTfTOWWtf i 

3^ *Wt sTtthI wro^nft 113311 

3 T 3 T wiptow w i 

VfWitTm'lqqi Stm fajrtHTH113*11 
ftwro 3 § *Twrhft ?TgfinTW 5 tV i 
nirt"v*»^ wtot nromft; fwsroswfc 113*11 
•nnjrroFwV srafetrvrt firoTfawt i 

^on hwi*u 531 triomran gfawror 113311 
f^fTT UWmi 9 <nfawft wfam Wff: t 
wtatvomi w wrjfTfft *TTTOTTl WTORtro^: H3«9|| 

’fUTI: WWTO 5 T STOTVWfTOlTg fawifawt: I 
wmm wfeTOrfa ^wrrwwwl ii^cii 
WTOW WTO ff mm WT^TOTJTOT I 

twwro srowi wtaroro mnyrro^ n^eu 
’nwiferofl wroft wro*ft w fawrowt i 
arohgvr writ; wwt qa rowwnro hy®h 

TVifT ; WWt wr^% ^wgcfc \ 

firwrar Tfsrot, wnrofwwr firTwrow) itv^n 

5 rarren wfw^mfrwwirowTTWifo'irr: i 

WW^U^TOmumi WfT^TOTfwWT* **jm: H*^|| 

•TO iwrofawfanr fwwror fw wfrwwwr i 
wprwts^nrwrox: ?g: wr^'iNTO wwm: 11*311 


(viii) The bluifti's, vlbluifd'S and antarabluifii-s : 2lc-43 

There are four bhdtfs' G r samba viz. sauviri. regomudhvama. sadhd- 
rinJ and gundhnri. (2lc-22a) * 

In kakubba there are sis Ww7.wl-.r viz. bbmm pml.vmi, Kambhoji, madhya- 

*SrJr*:'r m "******** r,p,e,emmf,entrmm *° r **• «r 

of (hr. rje Tf". 1 '/*".■!/“*•'*■ Tl,,l<: - " , «■”«*«<! I>y 'S', they manifeM die essence 
Sefr parent^ XT, ' " "***''° " ,! " " ,ey i,fc cs^ss.ially dilferen. from 



ntagrdmfi t raganff, tnadhnrt ami .iaka-mitrti, three vibhdyl-s viz. bhogd* 
vardhanU fibhirikd* ami madhnkari and one antarahhdfd (named) Salavdhanl 
(22b* 24a) 

7 akka has twenty one hhdsfi*s viz. trarana. trnvan- 0 ‘dhhavd y vafraftjf, 
mo dhyama -g rdma - dehft , mo lava ve.uirh r/rewi/r f saindhavi, k aid hold, paftcama * 
lakfifd, satirdffrf, pa ft cant J, vegaranji, gdndhdra pa ft cantt, nulfarl f Ulna- ralitd, 
lalitfi, ravi’Candrlkd, tdnd, ombaherl dohya and wr/. and four vibhdffi s 
viz. dev&ra*vardhantt dndhrf, Gurjarf, and bloh'ani (24b-27c) 

Paficama has ten bhdjd -1 viz,. Kaisiki, tram rtf, trfrwdhhara, dbhfri, 
gurjarl, satndhavf* dakfirtatyo, dndhri, mdngati and bhavani, and tvyo 
vibhdffi s viz. bhomniilpf and fmdhtVf. (27d-29b). 

Bbittruv paBr.ama has four bhd$<i-s viz. dhai vat it- bhii$U ii, $uddfia'bhimifi f 
Wlrfiff and visdld, and one vihhaffl (called) Kouudi. (29c-.10c) 

Takka kat&ika has two hhil&l-s viz., malarii and bfdnna-vaUtfi, and one 
vibhfiffi (called) drd v/Vf OOd-31 h). 

PreAkhaka * has nine hhdfa s viz. vrsori, rdto nuiBfnrf, fadja-madhyam(\ 
rtutdhorf, bhlnna paurdl!, gmtifK mdlovo- resort, chevdfl, and pifljari, (31 h*32c) 

Potto has only one bhdfd viz. mdrigntf. (3?d). 

Bdngd!t\ m&igatf, harfapurf , nulltvra-vesuri, khaiijattf, gurjari f gaudK 
paurdli. ardhavesart, stiddhd, mdtavn rupd, saindhavi and tibhirl— these are 
the thirteen bhdffrs of mfliava-koitika as known to the experts. It has two 
vibhdsd s viz. kdmbhoji and likewise devara- vordfumi. (33-35b). 

Gdndhdri is the only bhd$a of gdttdhdro pod coma. (35cd). I 

Seventeen hhdfd x arc known to he in bhinna-fo djo viz. gdodhdra-vofH t 
karchetJ, svara-vaUi. ni$ddini % travond, modbromd, suddhfi, ddkfindtyd. 
pulindakd, tumburd, fadjo-bhdfd, kdbndi, falitd, £rJkanfhikd t bddgdtf, gdndhdri 
and saindhavi. It has four vihhdjd s as well viz. Pattrdll, mdtavd, kdtindt 
and devdra vardhtwL (33d-3H) 

Vesora-$ddava has two bhdfd-s viz. nddyd and bdhyirfdi)avd and also two 
vlbhdfd s viz. Pdrvotl and MkonthJ. (39a-39c). 

Mdtava pahcama has three bhdfd-s viz. vedavatt, bhdvanf and vibhdvanf. 

(39d-40b) 

Tdna has only idnodbbovd hhd$d and (similarly) pa ft cant a- fd^a va has 
one viz. pofa. (40c*4la). 

In Jievagupta* the experts know of one bhdsa viz. $akd % one vibha$fi t viz . 
pallovi and thee antara’bhd$d-s viz bhdsa valitd, ki rand vail and saka- valild. 

(4lb*42b) 

four of these arc mentioned in the Bfhaddeft without reference to their 


•That is, flhhitf. 

, Anotlier name for hirutota acroidioR So 'K* anil 'S\ 

•Hvcii tlinngh rtvagupta is not connicd anmnn Oio Itfiron pairtn niws enumernted 
accoiding to the school of V’as|»ka. il lias been «tcscrihcd by ^itirfigadcva as it gives 
rise to (nka-bht 
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parenl. rdga-s. 1 Thus there arc ninety-six bh&fas, twenty vlbhtifd~s and 
four antara-bhdf& s as accepted by Sfirftgadeva.* (42c-43). 

Parent Raga-s 

and their bh&fd-s, vibhilfd s, and amarabhdfils. 


SI. 

Name of the 

No. of 

No. of 

No. of 

No. 

parent rdga 

bhdfd-s 

vlbhft$d-,i 

antara-bh&f&s 

1. 

Sauvfra 

4 

.. 

_ 

2. 

Kakubha 

6 

3 

\ 

3. 

lakka 

21 

4 

— 

4. 

Pakcama 

10 

2 

* — 

5e 

Bhinna paftcafna 

4 

1 

— 

6. 

Takka-halMka 

2 

1 

— 

7. 

Prenkhaka (Hin<fvta) 

9 

— 



Boffa 

1 

— 

— 

9. 

Matava'kaisika 

13 

2 

— 

10. 

(jftndh dra-Paftcama 

1 

— 

— 

11. 

Bhinna'fafjja 

17 

4 


12. 

Vesara-fdtfci va 

2 

2 

— 

13. 

MatavaPaHcama 

3 

— 

— 

14. 

Tana 

1 

— 

— 

15. 

Pat\cama-$fi<)a va 

1 

— 

— 

16. 

Revagupta 

1 

1 

3 



96 

20 

4 


(ix) KTPTTifaT: 

ttwi 39m whiwi ^ itoiiw i 

ngfam iraiftam, gwwwft qs ft qT ft own 
wteti w<nwi w*rw t 
d4i\*i(HWI fintft, aiteWrxni: 5 s *: UVV.U 
^smr tjm sjnnmtf fa mufa:» 

T»reft * fatfl mroresf) uv vt 
gwr: «(fafa $m: *gfafan: f$2?HOTT: I 
arwRnwr g wfrtfa^ faRRWfa ?wra: iivt»u 

'Palfovi nod others enumerated by Matanga without being associated with any 
particular parent rdga. 

•All these are respectively shown In the above chart. 


m: 


m 


(ix) The classification of bh/ljA's : 44-47 
c- BhSjd-s are of four types as classified by MataAga viz, mukbyd. svardkhyd, 
deiOkhyS and upariigajb. Mukbyd is that which does not depend for Us 
being on another. 1 svordkhyb' is named after a srara (tone). deMkhyP is 
named after the province of its origin, while that which is different 

from these (three) is upardgajd * (44-45c) 

Again, these (four types) according to YS?|ikn, nic called sankirn , 

deinjd, mtUd and chdydmbtrA.* (45d-46h). , 

MukhyS is sixfold viz. fiiddhtl. fibhlrl, ragantl and the three varieties or 
mdlawvesart. The lest (of Ihcse) arc well knovyn with their distir.ct 
features. However, similnriiy of nomenclature is (observed) despite their 
different characteristic features. (4Ac-47>. 

Comments , . 

SftrAgadeva here adopts the classification of MatnAgn, even though ne 
mentions Y&Jtikn’s nomenclature as well. The hhdfd-s probably were 
well known in his time so that he does not consider it neoessary to we 
upon their details. It might be observed that bhW-s of simllnr names have 
been enumerated as associated with different parent rBga-s. But the 
author makes it abundantly clear that they must not be confounded to be 
the same ns they are different in their tonal structure. 


m 


■‘jl 


M 


Li 


i-jf elucidates that mukhy* Is self-dependent in the sense that It has an Independent 
origin with reference to -one and region, which Is not the case wilh ..arSkhyt and 
deidkhyd. 

•Such a* gA/tdh*tf, m pointed out by *S\ 

•.Such as Andht f, tt . * 

••s* does not read any* with tabby* and consequently Interprets ttbhyo quite 
dllTcrenlly. According to Idm ihe upntaya/A h horn of any one of -he first three. 

* fttesc four names correspond to the four names of MaiaAga. 











(i) 3<T^n?r: 



TssRiamen 
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^WyrnnniT sft^ff iHii^ifii^gnanq n^u 
srftT^T gra mma r: %faf sTtenqHrer: i 
rra *(mifirerangf sr: feiton 11311 


SCCTION 2 

The identity of the rfigfidga s , the bhiifddga's the kriydhga-s and the 
uptikga-s. 

(/) Introduction : 1-3 

Now. the son of Sodhnln (SarAgadcva) attempts to establish 1 the 
identity* of the rdgdnga- 3 t the bhdfddga-s, the kriydnga 3 and the npflriga s 
on the basis of some 3 of the (extant) views. Delight fulness is the essence of 
r<igo. and that obtains a iso among the bh fifth ,3 and the rdgfinga-s* but 
these four viz. rfiganga etc. arc described by way of tkMrfigas. Sonic 
grfimarfiga-s ctc. R nre also known as defi, Hence, those that are known for 
a long time past 6 arc to be dealt with in the first instance. (1-3) 


1 Kurute lit. means doe* or eMnhIUhes, but it tin* been rendered at ‘oHcmpi* to 
establish* in view of the fact that the author is making an announcement for writing 
or presenting this Section. 

'Nirnayam lit, mean*‘judgement 1 or ‘decision*, and by implication suggests that 
the author is going to establish the identity, or in other words, judge the different 
types of d*it tAga-s and so he classifies them. 

*'S* points out that, by implication the author is referring to the fact that such a 
classification is not to be based on Bharaia, but on tome other views. 

, '‘S* infers from the use of etc. {Adi) that along with the 6Arf/«f*jr, xibhAjA-s and 
atttara-bhafd-s are also implied. 

•According to \S' some of the gr&ma-rifga-x such os patiamui, revugupttt and naHa- 
tiMy.ina etc. are also enumerated among the </Wf-iyfjr<#*jr as they do not strictly 
conform to the rules. 

•lire drUrAga-s arc twofold viz. pQrfa-prastddha t i. e, known from ancient time and 
QdhttnA prathMha, well known in the present time, I. e. contemporary to Sfttngadeva. 
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In the first Section of this chapter the author has dealt with the grfima- 
rdga-s, rfiga s, uparfiga-s nnd their hhdfd x. vihhfiffi 3 and antarablififfi-3 t and 
these melodic forms were proxinmtcly or remotely related to the system of 
jfifi and grfinta-rfiga-s. Now, in the second Section he proposes to deal 
with a different class of derived melodic forms which bear the generic 
name adga as it may be observed from their nomenclature viz. rfigfidga, 
bhfiffinga, kriydhga and upfinga. It will be seen that the word ahga (lit. an 
organ) is suffixed to rfiga, (r/jvi and upa. Bharata has not included 

rfiga in the list of subjects dealt with by him. MataAga divided the 
music of his lime ns marga and desi and consequently classified the 
prevalent rfiga-s as grfima rfiga 3 ami defirfiga- 3 , The anga-rfiga-s compri¬ 
sing the above four types are the varieties of de&irfiga-s* Although 
MataAga, as quoted by *K\ has spoken of the first three only. SSfAgadcva 
has added one more category viz. that of upfihgas. Hvcn these deM-rfiga s 
are related in some measure to the grdata rfiga* btit they do not strictly 
conform to their technical features which are mo e or less fixed, nnd to 
their strict rules. MntnAga, as quoted by *K\defines the essential feature 
Characterising de&i rfiga-s as under: 

**The rule already laid dow'n with respeu to the grfima-rfiga*s may or 
may not apply to the dc&i rfiga* 3 nnd also to bhfi?fi*s” 

The significance of these four types of de$i-rfinga*s is briefly indicated 
as under : 

(i) Rfigfidga — Deft-rdga -3 that were found to be associated with some 

of the grfima-rfiga-s. 

(ii) Bh&jfidga — Datf-rdga -3 that were linked with the hhfi$a-s t vlhhfif&s 

nnd the antara-bhfiffi 3 of the grfimarfiga-s, 

(iii) Kriyfidga — Deft-rdga -3 that were related to specific emotive situa¬ 

tions nnd 

(iv) Upfihga — De^i rfiga 3 that could not be classified in the above 

three categories. *S\ however, says that these ore bnsed 
on the ahga-s (til. organs) implying the parts of the above 
three. 

(ii) fireTT»TT: 

wrret pmret'refV i 
frartforr m?rt hyu 

q i my i wre , vqfmitom't i 

mmrnrt im» 

mmunfi rer i 

Hmrjfiwro iism 



aftm p tafa nft mnftfaa uv>u 
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(i) Tf'bpT’T: 

^jrs^nqrnqif^nT Bfe mw a: ItfII 

<3*HiffT*i?TT i 

star xrirr^ifiuigisain? u^n 
arftr^T smTmrar: %fai|9itai<ftfxm: i 
^nfasratgf 5 i: %tr^svHt 11311 

Suction ? 

The identity of the r/igdhga c, (he hhdffmga's the krhiihga-s :uul Itie 

upilngtt-s, 

(/) fatnulucdott : f-3 

N*' w . the son of Soclhala (&it Agndcva) attempts to establish 1 ilie 
identity 58 of the rdgtfrtgas, the hhasang^.x, the k rifting" .% and the ttpdttga s 
on the Ivisis of some 51 <>r the (extant) views. Dclighthiliu ss is the essence of 
n, K lt * ««<l that obtains also among the hhtisds ami the raganga-s* but 
these lour viz. rdgdnga etc. arc described by way of rfcsirdga-s. Some 
grdnuffdgu’X etc,* are abo known as tie si. I fence, those that arc known lor 
a long lime past* arc to be dealt with in the first instance. (1*3) 

x huruie lii. means does or establish?*, hut it has hecu reiu!c*c<l as 'attempts to 
establish in view of the fact that the authoi is making an announcement for willing 
or presenting this Section. 

«ViVrf f ;rum lit, means‘judgement'or 'decision*, ami by implication suggests that 
the author is going to establish the identity, m in other wonts, judge the different 
tvp.*s of tfci’i t*}git-s mid so he classifies them. 

’S' poults out that, by implication the author is refer* mg to the far that mu h n 
classification is not to be based on Hharntn, but on some other views. 

“S’ infci* from (lie me of etc. («./<) that along with the rU+a,* , mul 

atttara-bhafiis are also implied. 

•According to *S* some of flic grAma-rAgas such as pofintnut, rvvugttptit and na'ftp 

c,t - arc «lso enumerated among the ,h(( roga s as they do not strictly 
conform to the rules. 

• l lie tlrii tiiga-x are twofold viz. pBwprathUha, i. e. known fion, ancient time an«l 
mlhun.t-prasi.Ului, well known in (lie pretent time.i.e. contemporary to $«.»«».leva. 



Section 2 

In the first Section of this rhnplri the ntilliot has «le;»l! with Ihe gr.lnto- 
rdga-x, rdga x, upardga • * mid the it hhdyt vtbluhd x mid an(arahhd$d-x % ami 
these melodic forms were proxiimttcly nr icmotcly related to Ihe system of 
jfirf and grdma-rdga'*x. Now, in tin* second S.cliou he proposes to deni 
with a different class of derived melodic forms which hear the generic 
name a*)## as it may be observed fiom their nomenclature viz . rdgdnga, 
bhdfdnga, kriyiiitga mid upddga. It will be seen I but lire word adga (lit. an 
organ) is suffixed to rdga, hhdsd, krtyd ami upa. Ilharatn has not included 
rdga in the list of subject dealt with by him. Matafign divided the 
music of his time as mar git and r/c w mid consequently classified the 
prevalent rdgas as grama ray a x and <feurdga-x. Ihe adga-rdga-s compri¬ 
sing the above four types are the vmieties of </r.w rdga*s. Although 
Mntnrtgn, ns quoted by *K‘ t has spoken of the lirst Muce only. Snrrtgndcva 
has added one more category viz. that of upddga x. I'ven these desi-rdgas 
are related in some measure to (lie grama rdga.x, but they do not striclly 
conform to their technical features which ai r mo e or less fixed, and to 
their stiict rules. Malafiga, sis quoted by 4 K \ defines Ihe essential feature 
characterising dvsi rdga x as under : 

“The rule already laid down vvilh respei Mo Hie gntma-raga*,* may or 
may not apply to the tSesi rdga-.x ami also lo hhdsd-s." 

The significance of these four types of desirdng t i- v is briefly indicated 
as under : 

(i) Rdgddga —/Vw rdga-x that were found to he associated with some 

of the grama rdgtfx. 

(ii) Rhafdhga — Pati-rdga .x that were linked will* the bhdfa-s, WAMfrt.r 

and the aatani~hhd\d x of the grama toga x. 

(iii) Kriyddga- t)esi-rdga-x that were related to specific emotive situa¬ 

tions ami 

(iv) Updnga—Deft rdga s that could not be classiti.'d in the above 

three categories. *S\ however, says that these are based 
on the adgnw (lil. organs) mq>l> ing the parts of the above 
three. 


(ii) srprofoErrmr: 

fHa: «Ti5’«nsftfcr it'arii 

TmrsfiwuBr, mwrVI t 

-njim efTf^n* uy.n 
*n?«nT»ifiTOT $T^sft?^PT;;5T i 
vror^iwre ttxn 

3f*3i«5b?rfipifr Hm^fcTU MV9ii 
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fipsrxiffft: fenffTftr srgiOT i 

^nhrt yifesran iicti 

qgforofa?r rnn: mvafasi: Jraftfam: i 

(ii) The well-known ancient 1 rrtga s : 4-9h 
&mkariibharivui, glutnfdniva^ hantsaka. dipaka, rifi, kamdfiku. Idfl anil 
pdhnllt, a»e slid to he the eight rdgdnga-s. (4*5a) 

Gtitnbhiri. vcluiri, s vast id, ufpati. golf, mhkhttari. in tit! puli, chdvtl, 
taron^inl, gdndlulragaiik it a ml vairadji me accepted lo he the eleven 
Midsdriga's. (5b* 6c) 

Rhdvokry svabhdvakri. sivakrK tnakarakfi. trinctrakrK kttmudakrl, 
raaniktt. ojakrt, indrakrl, Ndgakfti, tlhanyakfti ami vi/ayakrl ate declared 
by the learned to he the twelve kriyddgas. (6d Kh) 

Purndft, devdla, and gnriutjika arc the three updrigtrs. (8cd) 

These arc considered to he the thitty-four we 11* known ancient raga-s. 

(9ab) 

(iii) aT^^T5Tf%rarTr»n:, rnn^r TrrtRfaw 

(*p) arajrrofasTTtfifoT: 

nfinro?r titu 

qrret 10 on 

TmrjfTfa 1 

steraft RRtV jmqqyurl ||^n 

anfr*rm'tfg«PT 5T3rqTTfeqrr I 

^?rr qw^iftr tonrr n^n 

fanniffeRTO TiRfifan'fe?:faram 1 

u?^n 

tRTfRTqTTli ^ nnfUflmTtfZTI 11 ^ <01 
RTRT'r Rf^ffr pqsmr^pwFTO g atfep i 
*fw»iT gifastan: u 
aqmreirre ft gqqf gfs^pr ?qwHftfa<PT i 
?5WTSRnq>qq^ Mranft q n^u 

'rtAkpnniddtut of the text literally mean* ‘'well-known fut a tong lime past.’* 

»A<I. I d <cads anf? —etc. 
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t^ratRfin i 

qppnfim q rproS *T*jnrt nlwram: iuoh 
jwtfcft itflRTm* ?T>»si5OTlfa9lfilf{T I 
t^sgqtnfq?!: pggfiyansRRtTqT: li |cli 

(»g) qqTfirjnrt qrrqf.-n»J?prn 
qqqiqpT »mnt fafafiRt gfftgqq l 
*ig:q«?ori«rr tt^ iirfft •sflw7«ini»»ft: n^n 

(n) ▼tnf^^'T'n’P’TPj'TRt? 
wswt nTR^mvnt WRlfVqsqiyti i 
trftrtmfaftgsii rinrmt qq ns g n^oii 

(iii) The current 1 well known riiga total imhuIkm of rag:i*s 
and the scheme of their description : 9e-?H. 

(a) Current well-known rdgas : 

Now, (the rdga-s) that arc well known a* present are listed as under. 2 

(9ed> 

Madhvamddi, ntflhtvafri, to<li, badgdla. tdndrava, iv. trofi* gurjart, gauda % 
koUVuiUi, vn.xanta , dhttniuhi, dt'ii and i/rwtt/n*i arc the thirteen rdgdnga-s. 

<10*1 lt>) 

toomhtkrl*, sih v/rf tv/fitvi/f t pntthum.ifwtnhiri, *htik*inunttk<l, mijfaiZ/ivrtn/. 
sudd ha vanhfk d. titiffn and knrruiftf Intn^tla ar»* said lo be the nine bhdynngas. 

Hlo-12) 

RdmakrtL gdn<f*ikrti. ami Jevnkrt arc tlie thiee kriyungtrs. (I3a-c) 

Now, th© twenty-seven upongu-x are sljited (as under) : the six vard{f-s 
viz. Kauntall, drdvidK saindhavt, upastfummtrdllk*K hatasvarautrdfl and 
pratdpavariilikd \ two to{fi % vi r. chnvdtndi and ntmikarodi ; four gurjarbs* 
vi/. nidhtlrOfjrt . saurasfri. Juksind and drdvidi ; hhniijiko, stamhaththikd, 
chuydveltivali. prafdparehholK bh*iira*t. kitnuukismihall. cha\Amit(A t 
rdmakrti fl , bftalhhik a, nuiUmri, tnalhdta, gauda, karnafa, dr <avilla. 1 
taurufkd ", and dravida (I h 18l*> 

These are the lift v-two* captivating I nlyti si well km»wu at present. 

'l it. "well known ;i» pteifnl'. 

• riiU represents n Tire ffnil^nug of the lest. 

n lest Viirhitit lot mni.'# 

• According to 'K* Jtnnhakti atiolfier nanit* foi htnlpMi 

*Ukt*i(i (are snid to lief of the «e*i l»;is l*een diopprd oiti in view of the cons¬ 
truction of the iieniciice. 

• Among |he «. according to K*. rrinuikfii is jinoifin njune for hauli. 

’AcCordinc to *K' drtnvMo is kfiklmiiouhi. 

^Similarly ‘K* sayr. tnurufka is nuifovnetwJa. 

•Hint is, n rrfjfrttifti jr. H Ahrii/n»|frt-f, ' Knuitjtn ,t ,»ml 71 ttpJtg'i-.* (15 f 9+1 I 27 
-52). 
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O') The total number of rdga-s l 

Sarrtgiidcva, the forerun net 1 of Silknninn describes the Mint total of two 
hundred and sixty four rdga\s in all. (IRc-l 4 *) 

(c) The scheme of description of rdgit'S : 

f ; roni amongst these wc shall tlcal with 8 the characteristic features of 
some 3 of the grtinsa-ragaw in the first place uml then with the rest of 
them that are the sources of the desi-nlgas and mi on in ttic context (of 
the latter). 4 (20) 

Comments 

In this s-ciinn the author has mentioned thirty*four well known ancient 
rdga ' ami fifty*1 wo r<iga s. well known in his time. Thin the well known 
ruga % t ancient as well as contemporary, mentioned by him number eighty* 
\is in all. In the fiist Seel ion In* has mentioned thirty grdma-rdga\t t eight 
vpantga-s, twenty rdgas. ninety-six b has As, twenty vibluisa-s and four- 
antarabhasa s making a total of one hundred and seventy-eight rtiga-s in 
all. Tints, the total No. of rdgtt*s mentioned in both the sections comes 
to (34*f 52)*f (30TR-f*20 -1-96+20 I- 4)=*K6 +178«*264. two hundred am! 
sixty lour. Obviously the fifteen bhd$a*}atutka-ragtf s are not to be inclu¬ 
ded in this total since they arc already contained in these categories. 

It may, however, lie noted that, the author has mentioned only such 
rdga*.x in this Section that arc well known, implying thereby that many 
rdga-s that were prevalent but not so wot! known, have not been taken into 
account. *K' quotes Matariga who says. " The raga-s pertaining to 
different regions, i e de$braga*.% king infinite and inulefined (nnibaddho) 
arc number lens/* 

Now, from amongst 264 rt)ga\s ntetMioned above, the author proposes 
to deal with grrbmi-rdgfl-.t some of which are related to de\inigas ns their 
sources ami thus in terms of Matnrtga belong to Marga-xahgita, /V.(f* 
rdga x are the rdgaMgw-.r and so on mentioned above and, according to 'K\ 
include the Wntyf-j, v/6/i4fd*.r and the antarti'bhdsAs as well. Since these 
rdga-s wore more or less prevalent during the time of llic author, they 
were so commonplace that the author does not consider it necessary to 
define them all in their entirety. He will therefore deal with them, in 
relation to their parent r<Jjp«j-.r in due proportion to «licit relative impor¬ 
tance. In sh »rt, as observed by *K\ he means to deal with only such of 
them that were well known in his time. 

(iv) 

1. Brstfraifar: 

(r>) 

q ai Mvqm : ipi: 0S3ufam30: n^u 

'drtkaritnAgrmi indicates that &Sr»ig;Hlcvji was uccnuntnnt-gcncinl of llie king. 

•t it. *we shall describe*. 

“that is, thegtrtnut-r,jga‘S that are not the origins of tlrii tAgo s. 

• I hat is, while describing the dfii t&ga -j derived from them. 
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<iv> The characteristic features of the ancient rng„ s 21-67b 
I. ^uddhusddlidrita : (21-271') 

(u) The delinition of the ruga: 

Born of the fadlamadhvnmti'ijati) with the upper® wtya for its 
<inil* the fundamental notes, havi.tg a weak* nifdda and gandhara, 
• n< madhyama as its final (note), complete with the mum-liana initiated 6 
> *"</« and embellished by the praranruintd* in the descending pattern 
lot tonal movement). 7 having the Sun for its presiding deity and meant to 

’Oncofths satoargatA rlkria (associate modified) /.f/r-j iuMhasidhirUa is derived 
■rom lhit jdti. 

'TAu, ,„di» denotes lire >»(//« of tire upper register. 

n>e mitial note and the fundamental note Is generally the same in JJil gilna hut in 
me r*w, ii ,s not necessarily so. the two can be dilfereni; ll.erefore K’ observes that 

,U *' ,* lc ,nen,ion of ei, her of the two Implies the other one", ns applied to 
AW-Jongs, docs not hold good witii respect to rttga-j 

ruougli alp*. in the terminology n.lopted here, is rendered ns ‘rare- elsewhere this 
be.ng a eompicre (peso, foonarion. employing oil rhe notes, i, has been rendered as 
wrak m (Ins context. 

‘rhat is. having mija as its first note, i e since (nilamadkyama be- 

tongs to saQfa-gr&ma, 

•An alMAnt (pattern of tonal phrase) 

t. 'ZV'! T ,er< ' ,, ” ■I’ i " ler " ° r 'orr.il movement- which is M id to be of 

For ." ,e *° ke of hrcvi,v "" *«* fmo-o) Will 

p i ic rendered as the 'ascending pattern* .nut so on, not mentioning 'tonal 
nunement.* which may be taken os understood. 
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be flung in (the context of) the sent intents of valour timl wrath 1 in the 
first quarter of ilie d.iy, the Siuidlut sAJh<lri tn is employed by the wise in the 
Xarhha swtdhi. 2 (21-231*) 

(b) The definition of ragoUtpa : 

The (melodic pattern) that makes possible 9 the inn infestation of 
the initial ami the ftimlsi menial notes, the extent oT the low and the high 
(pitch), the final ami the semifinal notes, the rarity and the profusion (of 
the notes employed), and the hcxntonic and the pentatonic formations 4 
is called ragdldp^. < 2 3c- ? *1) 

(c) The definition of r (ip ok a : 

Riipaka is ju 4 the same 1 willi the (only) dilTcrence that the sections 
arc distinctly separated 7 (in singing). (25ab) 

(d) The definition of dkftptiko : 

As declared by the learned, okfiptiko* is composed with verbal text 
set to notes and fd/n s such as caccalpnta and so on 9 employed 10 in the 
three marj?a-s Kl . (25c-26b) 

(e) Inclusion of Karana and Variant in prahnndha-s : 

Korano and variant are not mentioned here as they are dealt with 

% Vi*a and rauJrn respectively. Bout is aesthetic delight created through an emotive 
situation depicted in <lr a mu ; as such it lias i mighty been tendered as ‘sentiment* 
though that is not the exact translation of the term. 

“Since the grdnta-rdga t weir sting in the production and the singing of dramns, they 
were designed to serve a useful purpose in I Vie development of the plot and were 
therefore associated to one of the five uituihi-s (juncluritl subdivisions of the plot in 
tanskrit drama) viz. mukh •#. pratiatukfw, gatbhit, vimar*a and upaiitmhftf in due order. 

*DrfM : of the text Ml. means “is seen to be'*. 

“All these terms have been defined in Chapter I, Sec. 7. 

*Rdgdlipa {rdga-Alttpa) lit. means "vocalisation of rdgn‘\ and is a variety of fllaptl to 
be defined later. 

“Same as rdg/lldpa, HUpaka as explained by 'K\ being a variety of tiUipa is not a 
synonym of prabatutha , in this context. 

T 'K* explains the distinction between Atdpo and rupaka : Jtdpa is singing in an 
uninterrupted coniinuiim without resting on llie semifinal notes, and tdpaka is the same 
(reclion taken with a pause stopping on the semifinal note." ‘S* rends vinldikam instead 
of rUttirikam which is a text variant given in the Adyar Fduion ofS. R., and inter¬ 
prets rdpnkii accordingly: "fiooi ilv» Afdpo as defined above, if the dissonants arc 
dropped it becomes It mav be observed that as pet tin* definition of rdfdM/w, 

opanydftt is also to be manifested as much as the other factois mentioned in this 
context. So *KV interpretation does not seem to he fully warranted by the text. 
This contention is supported by the definition r*r tupaka as given by Kumbhft who is 
considered to U* a commentator of &*rftgadevn ; he also pur ports to be representing 
this view, lie says : '*ln tupaktt the consonant and other notes ate differentiated from 
the dissonants'*. t.V. ffu/, II 7.MM). There is no mention of vitiAri here. Thus it 
seems that, the reading vivdilikntn is mote a in bent i<\ 

*Ak}iptika is a variety of composed songs {nibmUhtt'fifo), 

“Other ntdrgttitih-s such ns ( ocapuhi. 

“•Lit. embellished. 

u Citra , vnrttika and rfnkfina spoken of in Chapter I, Sc. 7. 
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in the context of prahwufha ,t.* (2f»cd) 

(f) The scheme of dealing with rupaka: 

We shall speak of rfipaka ns well in the ease of hha^tVs and the like* 
in accordance with Matahga. (27ah) 

1. ^kfiptiko : 


1. 
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dha 

sa 
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5, 
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ka 
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7. 

dha 

ma 

dha 
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sa 
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sa 


A i 

ra 


Ho 

ia 

ya 


tu 

X. 

pa 

dha 

tti-dha 

pa 

ma 

pa 

ilia 

ma 


bhti nuft 

I he pui port of the song is as under : 

Vietoiv he unto the Sun, who, having dispelled the intense darkness 
rent asunder by the hoofs of the horses (of his chariot galloping) over the 
crest of the lop of (lie mountain (of the rising sun) elegantly breaks forth 
into a thousand rays through the entire firmament. 

Thus ends buddhasadharita. 


2. TO*nrr*r: 

irsJW'qtfl: tromquJifwftfT: \ 

«ftf rft | 

o NO 

fafqqqq: stfag»& qqft| gi£qq: 

*ta>S?5j: st*?ft iTO3TOTOlf»T«rt rpr: > 


‘See Chapter IV. 

•Such ;n vtMi.ifa and antarabharf. 
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2. Sadjayrdtna : (27c-JOb) 

The rfiga named by the learned as \sadjagrftnia' is derived 1 from the 
ntad In'anW (/d/i), has the upper satlja for its initial and the funda¬ 
mental note, is complete, has tuadhyama as ttie final ami $a{fja as the 
semifinal note 14 * and is embellished by the descending prasanadnta; its 
•Literally, created. 

*embeltidie«r is not literally translated. 
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murcchami commences with u,dja\ it is served hy kiikuli ;»ml antara, is 
employed in the sentiments of vnlouiwintli* and womlci” in ulic junc- 
lurul suh-divkion culled) prathnuk.hu during ihe liiiny sen son, Ims Jupiter 4 
Tor its presiding deity, and is sung in the fust uuartcr or the dav 
(27c-30h) 

Aksiptiku : 
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The pm poit of the song is as under : 

l.el that l.ord o! creatures (Siva) he victorious who is adorned by the 
ear-rings of the attending serpents, who is clad in the fabric of the 
elephant's skin and who has the moon for his crest jewel. 

1 hus ends Sadjugriima. 

3 . 

wstrt: t^oit 

Ts^mm: n»TT«rrt> i 

H’rartf^srmmm: ym Trmfemim 113 »n 
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*Vira. 

% Rnudrtt, 

'Atlbhuia, 

Hunt is ihe name of Hrliaspmi. (he 


preceptor of gnifs and also I he planet Jupiter. 
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3. Suddhakaisika : (30c-32) 

Suddhakaiiiku is produced jointly from Karmiirari and Kaisiki (jdtl-x) ‘ 
it lias the upper $a4ia for its initial and the tumid menial note, pancanta 
as the final note, and has kakatf ami the descending prasannanta; it is 
complete and its mtlrrrhmul commences with sodpv, it has Mars for its 
presiding deity and is employed in the sentiments ol valour* wrath and 
wonder in the winter season. It is sung hy the proficient in the forenoon 
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in the denouement (nirvahana).* (30c-32) 
Akfiptikii : 
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The purport of (lie song is us under : 

Salutations to you Oh ! the fle>hless Camay da (Durga) with the flames 
of Ma/ing fire for the locks of hair, the devourer of flesh and Wood, the 
destroyer of all. 

Thus ends Suddhakaisika. 

4 . 
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'SOvohtma U Another name for upa*oint ;//} r. flic 1a«i «< imlhi 
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4. Bltinnakaisikamadhyamn : <?3-V>bt 

Formed 1 out of fa<Jja-m<idhym»i hhituutkaisikaimidhyama 1ms fadfa 

for ils initial and Hie ftindamentnl note and madhyama or the lower fadja 
as its final note; (its) tnum l,<nt‘i commences with *»<//<». < i‘ > >' complete, 
having kilkall in the x<iii,-ori (cionlatorv) r amir, (embellished) with 
praxnnmuU, it is employed in (the context of) the sentiment of heroism in 


•Lit. 4 born of*. 
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philanthropy, 1 wrath 1 amt wonder 9 in the first quarter of the day; and 
it lias nww (the nn on) for its presiding deity. (33 36b) 

Akfiptika \ 
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The purport of the song is as under ; 

I bow down to Vmayaka (Ganc£a) who, (on account of his) difficult 
movement (caused by his) vast stomach, dissipates hardships; who has 
stout fleshy limbs, is capable of vanquishing the Iocs, lias three eyes and is 
adored by the gods. 

Thus ends fthmttakaisik am a dhyam a. 

5. fmHHTH: 

mnHiqsHHtarrH qsHHfenratoqfT: n^y .11 
hi Hsnmmt maniwq: 1 

HHTfrfq HHHnfqHfo 3 HtsfmHHi 3 H: 113 v 
snnn^ mm hh! fa^rare: feiHfqH: 1 
qt nf Him mm Himnmmi t hhh mm ht Hi hh h hthh 
qrmmHt u m im httth iron! \ hh hi hh hh mm hhh hihh 
mm hh 11 hh fafn qn hh hh hhi Hi hhhhhh Himqpft 

'/MUfirtWi tO&nn \-vi r n) Mfrrnrrlv g^nemus in giving dimity. 

* Hoti'Utt «>| lilt* ll*xi. 

<>l UlC ICAI. 
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Htntmm hihthhhihi -*?mHTq: \ 

hhi h!h> hh hh qiqiHtafsft Himr Htmm mm hth hthi hi hi 
( q*HH) mm Hint Hirnmnim (hhh) hh hh (h^hh) «ft Hint 


mmmH nf hiht- 

*fa 

tttt* 

t 




X. 

TT 

tt 

Tt 

T* 

ffi 

frt 

m 

TT 


* 

T 

T 

T 

5 

5 

£ 

T 

s- 

m 

Tt 

TT 

tt 

m 

m 

Tit 

Tt 


*T 


T 

• 

fa 





*• 

TT 

tt 

tt 

TT 

isrr 

TT 

TT 

TT 


3T 

t 

T 

t 



5 

Tf 

V. 

m 

m 

tt 

TT 

*TT 

TT 

TT 

TT 


T 

fa 

t 

fa 

H 




X- 

m 

TT 

m 

TT 

TT 

TT 

TIT 

m 


t 

5 

fa 

T 

5 


T 

T 

v 

TT 

TT 

<TT 

tt 

m 

TT 

TT 

TT 




T 

fa 

rf 




V 9 - 

m 

tt 

tt 

HHH Hf 

ni 

Tt 

Tt 


fa 

3T 

T 

b 



TT 


n. 

tt 

TT 

tt 

*TT 

«TT 

T! 

TT 

TT 


fa 

T 



H 





—Hfmfwfmq>T \ 

?fH fmHHIH: II 



hh hihif^h qmiimn 

I, HHTH^fHqf^HfHHH i 
r, fHHH^ H^lfHHHHHH II 


5. Bhimtat&na : (35c-37b) 

Unrn o! Madhyamii and Paheami ( jdti-s), having pah coma for its initial 
and the fundamental note and a weak 1 fsahha which may even be omitted, 
with madhyatna as its final note which is otherwise raic, taking kdkati and 
embellished by praswtnddi in the sanedri (circulatory) i utrna, with it* 

•Lit., ’rare*. 
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The Discernment of Raga-s 

murcchattii commencing wi>li paHetwiaJ hhhmatana % loved (as it is) by 
Lord Siva, is sung in the first quarter of the flavin (the context of) 
pathos. 8 (35c-37b) 

Aksiptiko : 


1. 

pa 

pa 

nl 

id 

sA 

sA 




ha 

ra 

va 

ra 

WIM 

ku 

to 

jo 

2. 

sS 

gS 

ma-pn 

ma-ga 

sa 

sA 

sA 

sA 


(a 


lit 

a 

torn 




3. 

sa 

8* 

ma 

pa 

dha 

pa 

ma-pa 

ma-ga 


a 

nut 

ra 

va 

dhu 


ku 

ca 

4. 

sa 

ga 

ma 

pa 

pa 

pa 

pa 

pa 


pa 

ri 

nta 

// 

tarn 




s^ 

dhfi 

pa 

s5 

ma 

l A 

pn 

dha 

dua 


ha 

hu 

i*i 

dha 

ku 

51/ 

nut 

r<i 

6. 

sa 

sa 

pa 

pa 

dha 

pa 

ma 

& 


Jo 


rtt 

ni 

(am 




7. 

dha 

pa 

pa-mu 

ma*pa-ga 

sa 

ga 

ma 

pa 


W 

Jo 

ya 

tv 

grttt 




8. 

dha 

pa 

ma-ga 

ma 

ina 

mu 

ma 

ma 


ri 

nut 

la 

Jo 

lam 





The purport of the song is as under : 

Victory he to the pure waters of the Ganges that are rendcicd tremulous 
by the crown of the locks of hair on Siva's head, and arc fragrant by the 
washing of ill? breasts of the wives of gods (in heaven) and by carrying 
the pollen of ihc flowers of many types (on rarth). 

Thus ends Rhittuatarta. 

6 . 

*r ii^wi 

■WonUfiOTiRmf: i 

H^tTTT> II ^ell 

irasnfqqsqt SFratr i 

nats^j: qqJr mJr farasfpw 
mtrr qtsrrai Orcrcr ntaf qi qtff qtitomtatqt 0 m qfq qrqr 

1 /4ntimit*tm]rrh(tn<th is inter pi cled by ’S* n commencing with rtohim. He seems lo have 
taken Bhmnntfina as belonging to the fodjogrAma, though actually ♦» belongs to the 
madhyama gnima. cf. S.Raj.. 11.2, I.279-2HL PaAcama is the Iasi note of tlie madhyartia- 
ftrSma. 

* Koruna of the text. 
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q?ft qtqt qqft quq q? qii*nqm-?mtqiq: * 

qrorm morn *nfV qi«q umrorotql qi i qfcri ftft list qrft 
qfqt qrft qmrnnn qnft *rm «nm «n«n qr«nqrn—?fq qqqt \ 


t- 

HT 

HI 

HT 

m 


ri 

qr 

m 


ri 



w 

$ 



q 


m 

KT 

qq 

qr 

qr 

qi 

qr 

qr 


q 



q 

ri 



q 

*• 

m 


*n 

qr 

q? 

qi 

ri 

qr 


qt 



ri 

ri 



q 


m 

qi 

qfq 

(rt 

qt 

qt 

q» 

qt* 


Wl 



f(T 

ri 




*• 

q? 

m 




qr 

qr 

qr 





w 

ri 



q 

S- 

rit 

m 

m 

m 

«ri 

qr 

qi 

qr 


ri> 




rf 



q 

\9. 

m 

m 

m 

qT 

qr 

qr 

r) 

qT 


qi 



fri 

ri 



fa 

C. 

m 

qT 


qr 

qr 

q? 

q 

q 


qT 



q 

qi 





—wqnfwfqnq \ 

?% fvFwfqqr: 11 

qq qiqiffr q 

?qprtamJTO q«n«»n»q q»fqqq » 
q q» g ?qqt f qq qqifq q fqqiq«pq u 

6. Rhinnakaisika : <37c-39) 

Arising 1 front Kaifiki and kiinnortW (jdti-s), hhianakmMka takes $adja 
for its initial, fundamental and the s»iiiHiiial note: it is complete, lakes 
kfiknIT* has a profusion of the low (notes) and is embellished by prasannfidi 
in the sancarf (circulatory) varnai with Sadia as i lie commencing note of its 

•The fiflli sS in ttiis line is injulvri tanth omit led ftoni Ha* second edition of Adynr, 
though it is duly supplied in the Amt-edition. 

1 Udhhtifa of the text is literally •arisen*. 
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m&rcchanA. il i% sung in (the context of> the soul intents of philanthropy, 1 
wrath 2 and bewilderment*, in the first qua iter of the day in winter to the 
endearment of Lord Siva 4 . (37c-3*>) 

Zkfipfiktl : 


1. 

sfl 

sa 

sA 

sa 

rT 

iT 

ma 

ina 


In 



dra 

nl 



la 

2. 

nm 

ma 

pa-ma 

pa 

pa 

pa 

pa 

pa 


Sa 



pra 

hltam 



ma 

3. 

mA 

dba 

sa 

pa 

dhft 

ma 

r! 

sa 


dftti 



dha 

nan 



dha 

4. 

ina 

ma 

sa-ni 

sA 

sA 

sA 

sA 



rd 



si 

lam 




5. 

sa 

sa 

sa 

sa 

sa 

sa 

sa 

sa 


e 



ka 

dan 



la 

b. 

nt 


sa 

sa 

d ha 

pa 

mA 

pa 


ia 



hhi 

tant 



tut 

7. 

mA 

dha 

sa 

pa 

dha 

ina 

ri 

ma 


wd 



mi 

(aril 



ri 

8. 

ma 

ma 

pa-nia 

pa 

pa 

r a 

pa 

pa 


rnf 



ya 

kam 





The purport of the song is as under : 

My salutations to that VinAyaka (who is! resplendent like a sapphire 
and is scented by the aroma of his rut and who displays only one tooth. 

Thus ends hhitwakaisika- 

7. steftforaOTOTR: 

rtphrotrot |wl i 

RROTTlTOTl R*RTR: MSWpWT HVoii 

uur% * tflmgqOTr: tivtit 

qmslt ROT^Sjjft rr 1 pT:5T3?plf?W: » 
rrt f?t toot ««ra fTrnnmmr rr RRofTOOTra rPtrPt 
rrotrt toPc rOot (tost) tor rtorrr{trt RRRTOTOforfTRfr 

'Dtnavira lit. extremely generous. 

'Raudrn of rl»e |ext. 

'AdhhuUi of the text. 

*£i*avtfUalfha tit. dear to Siva, the grammatical forms of the text have been trans¬ 
formed to suit the F.ngtish diction. 
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nmnwnff (rotr) wot (ROTR)fH?lOTl?RRpOTR ototrrtrt i 
TtTtfrftnfVnntrt rwotrrrrPrPc i rrriPt fVaiPr rPirrirt i 
ROTfonPOTT (war) torrrtor » fOTfOTfOTTOnt rrtr (r«rr) 

RRRRRR ( RJRR) fTptfOTftRRpTRRRR RRRTRT 1ThclfTfTRfTRROTm- 

ROTRftRffRRpOTPcRROTrTPcOTfRRfRRRRT i rriPottIr riu (ottst) 
torrtoto i fTRfrRpOTW RRtfRfRpTRpTTORTOTORTORRRRRrP 1 :- 

rrrrrOTHOT *l«MOT I OTOTRRRRRTR1 —5OTTHTR: I 

rtrtr (<W5i) hottott rr rr rtrrtr rr r! (rotr) rrr rr 
Pot rr form i Potot Potr rrtnW rrr to rr rtrrtr fro 

OTTORTOT I (RX9I) RRWTRRRTRRTRpTRTOT RpTR RRT RRRT RRRR 

rr JOT«m>rm (rrr) rtotrir tVf»f* (rtrr) Pott rirrrotPtr- 

PlRRT (rrr) ftRRTRRl I RfTOTRT I RRRRRRRRR1RRRR RRRR 

PcPcfro i tort rrr Rt ott (tor) r nr tttt rrPt i Pot rrr rot i 
rr tot (tort rPt (rrr) rrrr rrrr rrrrtorrrtrtr Pot 

ROT R (TOR) TORT RRRT RTROT (RRR) ^PftOTRfTRT (RTOROTRRRcT) 
OTTOTRRT RRRTRIRI—ffpT RfOTR I 


t- 

H 

ht 

TJT 

TIT 

ITT 

TTt 

nt 

Ht 


rT 

h 

H 

T 

fa 

n 

\ 

5T 

r- 

«rt 

nt 

ht 

TIT 


TIT 

ft 

HT 


TIT 



T 

fa 

1? 


H 

s- 

HH 

ft 

m 

TIT 

TIT 

T|l 

TTfa 

HH 


m 


y 


K 

fa 

19 

T 


Ht 

Tit 

Trt 

Tit 

TIT 

TIT 

Hi 

Hi 


H 

fa 

T 

fa 

rIT 




X- 

m 

TIT 

m 

m 

m 

*TT 

HI 

HT 


f* 

H 

ftr 

19 

fa 

fa 

19 

T 

V 

ht 

m 

m 

m 

Tft 

m 

HT 

HT 


ITT 


m 


TT 

T 

H 

H 

\9. 

Ht 

nt 

m 

im 

ft 

TIT 

HI 

nfa 


ht 


*T 


5 



H 
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The Discernment of R£ga-s 


C. FT FT <IT FT FF FT FT FI 
f ft 
jftnftrftEm \ 

(tTO fTTOe^T FWtFFT) 

I 

raiTOtim <ng f: fftf^tm) 

S% *ftwftrcF*FF: t 

(W) GtfWijAu////roma^/iya/mf; 40*42h 

Derived 1 from .Vii^ jamddhyam^ t GaudakaHikamadhyama has radja for 
its initial nnd the fundamental note, and madhymu i ns its final note; it is 
complete and includes kokah, has prasannamadhytr in the ascending 
varnn and its m&rcchanA commences with ?adja', it is employed in the senti¬ 
ment of terror* nnd valour 4 , and with the moon 5 for its presiding deity, 
it is sung in the two middle quarters of the day as declared by 
Sairtgadeva*. (40-42b) 


AksiptikA : 


1. 

sa 

sa 

dha 

sa 

sA 

sa 

s a 

sa 


To 

nt 

na 

ra 

vi 

sa 

dr 

in 

2. 

rnft 

mft 

sa 

sa 

dhA 

sa 

ri 

vita 


bhA 


su 

ra 

vi 

ka 

fa 

Ja 

3. 

mn-ma rl 

sft 

sA 

sft 

sA 

ga-rt 

sa-ma 


hi 


1* 


M 

it 

k ha 

ru 

4 

mA 

mA 

ini 

n>A 

$A 

si 

sA 

\A 



ri 

rw 

ri 

14 




5. 

mA 

dhA 

mA 


mA 

dhA 

ma 

g* 


hi 

ma 

// 

kha 

ri 

// 

kha 

ra 

U. 

ma 

dha 

sa 

sa 

nt 

dha 

sa 

sa 


rnA 


M 


ia 

ra 

rta 

Ra 


*1.it. 'erroted*. 

•Name or nn ahvikfira. 

'WmyAtmko of the text. 

4 IVr/i of le*t. 

‘fit,, "(the celestial body) having cool rays.’* 

• \-h(a*kn M ihe text) literally signifies *one who is free from doubt*, and is used 
as an epithet of Sftrngadcva. 
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7. 

sk 

s h 

inn 

mn-ga 

it 

1!" 

sA 

sa ni 


tA 


ra 


tu 

vah 


sa 

8. 

dhA 

sA 

r fi 

dim 

ma ga 

mrt 

ma 

ma 


dA 


gait 


R a 





The purport of the song is ns under : 

May the GnrtgA ever protect you, the Ganges that was foinicd in the 
cluster of (he immense locks ol hair (oi l ord Siva), shining like the nascent 
dawn, and that took rctuge among the scries of ilie snow-capped peaks of 
the I linm lav as 

Thus ends xtHttfakaitikanuulhuwus. 

(viii) q|?q^qq 

aqjit qqqVrorqOTqi 3 nfqq*qq: nx^n 

qt5T> qqqrqqi ql**|5qq: I 

<tfTq?Fqqrrqgqil qqqifqqtgqq: iivgn 
smwmcilmTtrRim: qlfTOTTfjjq: I 
qqiqfc q q|q?q fanq*3t ?q q%q mwii 
* 7 $ fra> tftoSjsisl TT’nnrRql: i 

CTmt qqqqqqfqqfqq qqfqqfqqqrTqqfTqfVqqqqfqqfq quMqq - 
>mmm (qqq) qqqqqfqqfqqqqqqqfqqqfTqqfqqqqfq qqfq 
qqqqqq (qeqq) qqqqqqqfqqfqqqiqqqtqqfqq fqq qqq qqq? 
qqq qfq qfqqqqqrqqqqqi i qqfq qqfq qfqqiqiqi (qqq) qqq- 
qqfqqfqqqqqqqqf qqftqqfqq qqfq qqfq qq qqqqq (qsqq) 
qqqq qqq qqq qfq qfq qqtqq fqq fqqfqqqqqqqqqqqfcqfqq. 
fqqqqqmqqqqqqqqqqqfqqfqqq q qqqqqqqfTqqqqqtqqqqi- 
qi \ qqfq qqq qqfq qqq qqfqqqqqqqfTqqiqmiqiqqqqqqq- 
qqqqqqqqf^qf^qqqqimm ^qicnq. » 

qq qq qjqfqqrq qfqqi qq frqi qfq qtqqiqiqi t wn 
qqqqt | . qcqq) qfq qq frq qiqqqqmqqifqq qfq qiqqqq qq 
qrqfq qfq qfq qiq qqq i qfq*n qnfrq qfqqt qqqfT qqqqqi 
qqqfq qfq qfq qfq qqql qiqrqmt sfq qrrqq t 





»IT 

*\\ 


fTT 

Ft 

n 





fa 


F 

nj 

«n 

m 


MT 

mt 

m 

FT 

4 



n 


er 


fe 




TTt 

TTt 

*rt 

*Tt 

*rt 


ft 


WT 


TT 

V. 

**x 

VJ 

m 

m 

m 





5T 

fa 


m 

m 

w 

m 

*TT 


fir 

T 

fa 

TT 



*tt 

5ft 

STT 

*Tt 

m 


m 


*T 


3T 

V5. 

»TT 


«rr 

«TT 

m 


ST 


*T 

Tg 

TT 

«;* 

VT 

«TT 

*T 


nr 


5T 




>ft: 
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*T 

*TT 

*T 

* 


* 

m 

W 

TTT 

«tt 

*T 

«TT 

<TT 


ST 

ITT 

*TT 

m 

n 

fir 

3T 

m 

*TT 

*TI 

*TT 

m 

m 


fird^WTTH^TTH wxfb WTW'Zri ST*vft: M 

sfir t: i 

(v/iV) Gautfapatlcama : 42c-45b. 

Brought into being by d/rawr/i and yadja-nunlhyatna ( jati-s), Gau<japan- 
rama has dhaivata for its initial and the fundamental note, and madbyama 
for its final (note); it is devoid of paheama 1 and takes (both) kdkalt and 
atUara 2 ; its murcchanil commences with dhaivata; and embellished by 
prasannamadhyd 3 in the ascending varna f dear to Vi$mi* and cupid, it is 
employed in (the context of) terror. 8 abhorcncc fl and love in separation 7 for 
being sung to (the accompaniment of) brisk dancing in the two middle 
quarters of the day during the summer season. (42c-45b) 

'Thut implies (hat it is hexntonic. 

1 That is Kakaii-nffada and anfara-gfindhoni. 

“An atuAkfira, 

*$tiurf is Vifnu, but saurih sa test varient for it and mentis Saturn. 'S’ takes both 
the readings into account. Obviously Vip.iu or Saturn and Cupid arc the presiding 
deities of this taga* 

*n/iayanoka of the text* 

* Hit that so of the text. 

'yipratambha of the text, 
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J. dha 

dha 

ma 

dha 

sA 

Rll 

sA 


<7/kj 

na 

C4l 

hi 

na 

khin 


na 

2. dhfi 

dha 

dha 

dha 

dha 

dha 

sA 

dhft 

pan 


na 

ga 

vi 

,v 

ma 

VI 

3. sA 

sh 

niA 

mft 

m;i 

dha 

dha 

dhfi 

n/ 


svtt 


sa 

dhu 


ma 

4. dha 

dim 

ma 

* a 

ma 

inn 

ma 

mfi 

dhu 


mra 

HI 

si 




5. ma 

mii 

ma 


m a 

dha 

dha 

dha 

W 

ra 

ri 

fa 

At) 

pa 


la 

6. dha 

ni 

dha 

ma 

ma 

m» 

ma 

ga 

/w2 


font 


fa 

ya 

ti 

ja 

7. ma 

dha 

dha 

dha 

ma 

in a 

ma 

ma 



man 

da 

lam 




8. dha 

dha 

dha 

dha-ni 


ma 

in a 

ma 

jam 




bho 




The purport of the song is as under : 






Victory be unto the crown of the locks of hair of Lord &iva, which is 
forming as it were a garland of skulls by the dint of the moon beclouded by 
smoky uneven breath exhaled by the serpents tired of excessive movement. 

Thus ends gbudapativama. 

(ix) 

^J3r: £fwlTTOTeTOI*Tt-Tj?tTO: uv*i» 

rwrarfk: TTOTTO: to: TO3TTfTO®T: I 

<\ > <\ 

3TUt%far nTOnf**jfTrT: UW TT MX?, 11 
»Vt: rr^ftr*?: i 

frora »twt*T tt*T fgrfft t>s«£{!jtt>: mxvsm 

flTTTT TO TTfHTTTt TTTTOT TT RtT TTO Tft; f^TO TO | TOt 

rifsT TfrT ttt TTfTTOiTrfl ttttttIt Mitt tot Or Tim i Tnm 

(tmr) TOTTOTOTTTOTT TOft IHWT TO T TTTO TTTft 

TTO TTTO | TOT TTTTTTTTT » TOTTTTTOTOTTTT TOfrfdV Tft TOfV 

TOTTfroiTm twt (tost) totototo to to tIttott i tott 

N ' 

TOTO TTO TfTTO TTTOTO TOT TTTT TO TTTT TO TTO (TOTO) 
TT TO TO TO TOT I ItOttOtTJTOTO TTfrTfTT \ TOT TO TOTO TtIt) 
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ftqqq (qqar) h qqqqqq tototo qq qftaTqrqq- 

HTHT TfrHTHTH: \ 

fom qqqqqfqqr qqqrft qjfttfrqftq 
qftqqr qqqq fonqqTqtqtfVqfVq fqqqiqiftq qfa Ttilftmn qq 
qqqfqqi qqftqi qq qfqjftrqfq fqfq qqq qq qq qqqT qrqqfq 
qqqq") qqqq qqiqr xHV ftnwrm (qsq) q qql fqm mft frq qq 
mm m«n qfq qfa qqq qqq ftq qr qq nfq qqi qqfr m qq tt^t 
qq qqT f^T ftqq HTSt fqq qq qq 5W»J qq qq qq qq qiqT qq 
qq qq qTqTqi—5% qrqqq t 


?• 

HT 

ht 

HT 

HT 

Ht 

•ft 

•ft 

▼ft 


H 


*HT 


*H 


H 

fa 

9. 


nt 

HT 

ft 

ft 

HT 

HT 

HT 


H 


fa 

H 


* 


ti 

V 

ht 

HI 

ft 

HT 

ft 

HT 

ft 

HT 


3 

T 

H 

T 

3 

fa 

H 

fa 

X. 

ft 

ft 

ft 

ft 

HT 

HT 

HT 

HT 


H 




Ht 


H 

H 

o 


ht 

HT 

HT 

HI 

ft 

ft 

ft 

ft 


h 


H 

H 

* 


far 

H 

V 

HT 

HI 

HT 

HT 

HT 

nr 

ft 

HT 


an 


i 


3 

T 

H 

T 

V3. 

ft 

HI 

HT 

HT 

nr 

HT 

HT 

HT 


h 

fa 

H 

H 

? 




C. 

ft 

ft 

ft 

ft 

HT 

HT 

HT 

HT 


h 


IT 

Hi 

HT 


Hi 

V 


ht 

ft 

ft 

ft 

HT 

HT 

nt 

▼ft 


H 


H 

fa 

H 

H 

H 


t®- 

sft 

Ht 

HT 

•ft 

ft 

HT 

ft 

Hf 


3 

T 

H 

fa 

H 

s 

H 




Section 2 


tt- 

HT 
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hh 

Hfa 

HT 

HT 

HH 

Hfa 


f 




H 

H 

H 

H 

w- 

HH 

HH 

HH 

HH 

HH 

HH 

HT 

HT 


H 

H 

H 


fa 

fiff? 

H 


u- 

HH 

HH 

fan 

HH 

HT 

HT 

HT 

HT 


H 

Hi 

H 


H 

T 

H 



HT 

Ht 

HH 

HT 

HT 

HT 

HT 

HT 


fa 

H 

H 

% 

H 





—ifqwqrfifjqwi» 

(qq qrqsfifci qqqtaqf) 

(qOTTVq^ffqqfqq^j ^TqT^fqqtkq, 
qtanjq^fqqfeqqfj grqrqfqqqqq i 
qqwrqnpTqqrtqqqq grqfVq*qq*, 
qqqq qqq fqwqq qqtq qrqfiqqq^qq it) 

sfq qhwftiqr: 


(/x) Gautfakaisika : 45c-47 

Arising from kaisiki ami uutfamadhyanul with ^tufja as its initial and the 
fundamental note and endowed with kiikali yamlakaidka has paheama as 
its final note, it is complete, and its tniinchana commences with pidja* 
Embellished by prasannadi 1 in the ascending vanur it is (employed) in (the 
depiction of) pathos 2 , valour 3 , wrath 1 , and bewilderment 5 ; and dear to 
Lord Siva, it is sung in the second quarter of the mid-day in the winter 
season 4 . (45c-57) 


Akfiptikfi : 


1. 

8A 

sa 

sa 

sa 

n\ 

id 

nl 

nl 


B/to 


stria 


bhyon 



V? 

2. 

ni 

ni 

sa 

rl 

r\ 


sa 

sfi 


bhu 


si 

/<! 


r/e 


ham 


* An aiankdnt. 

*Koru*iti of the test. 

*V{ra of the test. 

A Rmtdf<t of the text. 

4 Atlhhula of the text. 

*&Hlra implies the first half of the writer season, the other Ireiog called hetnan/a, 
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3. sa 

sa 

rl 

sa 

rl 

sa 

ri 

sa 

su 

ra 

va 

ra 

mu 

ni 

sa 

hi 

4. rl 

rt 

rl 

T\ 

ma 

ma 

ma 

ina 

tarn 




hhi 


ma 

bhu 

5. sa 

sa 

sa 

sa 

rl 

rl 

rt 

rl 

jam 


R<* 

ma 

ve 


ft* 

ta 

6. sa 

sa 

sa 

sa 

ma 

ma 

rl 

mil 

ha 


hum 


su 

ra 

ra 

ra 

7. rt 

mil 

ma 

ma 

pa 

pA 

pa 

pa 

na 

mi 

ta 

pa 

dam 




8. rt 

rt 

rt 

rl 

pa 

pa 

pa 

pa 

can 


dra 

ka 

Id 


ka 

ra 

9. sa 

rl 

rt 

rl 

sa 

sa 

ill 

ni 

sam 


ta 

ti 

dha 

ra 

ta 


10. nl 

ni 

Sil 

ni 

rl 

ilia 

rl 


,w 

ra 

sa 

ri 

dam 


hit 

dha 

11. sa 

sa 

sa-ma 

ga-ri 

sa 

Sa 

sa-dha 

dha*ni 

ram 



pra 


na 

ma 

ta 

12, pa-dha 

pa-dha 

pa-pa 

pa-pa 

ma-pa 

ma-pJi 

i pa 

pa 

sa 

(a 

ta 


tti 

?ka 

lam 


13. pa-dha 

pa-dha 

ri-ma 

pa-ma 

dha 

sit 

s ii 

sa 

sa 

ka 

la 

pa 

ra 

ma 



14. dha 

ni 

pa-dha 

ma 

pa 

pa 

pa 

pa 

Si 

VO 


j* 

yam 





The purport of the song is as under : 

Worship the great invincible Lord Siva, who is eternally the whole and is 
yet fragmented (in manifestation), who bears the waters of the heavenly 
river ((/ffrigtl), that arc sparkling white in (the light of) the streaks of the 
rays of the moon, whose feet arc adored by the best of tbc gods, whose 
arms are surrounded by serpents and who has his whole body decorated 
with the application of hhasma (sacrificial ashes). 

Thus ends paudakaisika. 


(x) ^Rqrcq: 

ins*: I 

s 

qnqJFqiqiTTTfqq: HVctl 
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q^jq: fsm: nve.u 

fqqT* 'rfr*Jr urif na: qtqif^qlfeq: i 

qfqrctqfqKf nW qim mm » qrmOfftqtmrft qmt qfqr- 
mm i mm mft qiqfq (qsqq) qiqi Tim mrr qOqtTim- 

m*TT>rrdm*ii mVmnnqiTnTnnfT qm mr qfq qfq qq mi fqq- 
fsrqr (qs=mr) qq qq mi nrt qqi qi qiqiqfqi mm qtqT qtan qq 
nm sftqfq qqfqq? qW (q^qq) qiqi t qtrfa qqfq qiqi qqfq qqfq 
qtqt \ qq fqm qq qqi i qqmft ft mqim i qftffn qfqt»qfrffq 
qi qt qff ffq ffffqrqi qfffr qff ftqq iff* qtfVn qqi qqfq 
miq qfq qqqqfq qqq qfq qqq qn qqq qfVfV qfrq qqqT qfq- 
qqfq mfqm (qyqq) qrqr qq qqfq qfq qqfq »lfq qqfq qqq qqq 
qqq qqm ftn qqq qqfrqq ftqqiqt i qpr nqf ffqqt qt qff 
qftqm l qfqqfV qfr: ftfx qp ff ff qtqt l qqqq qqq qq tyfrq ffq 
qqq qfqq qfq qfqqr \ (qisqq) qrqi \ qq qq qq qq i fqq fqq 
qfq qfq qqfq fqq fqq qqi qq qq qfqq qfq qqf qqff nnff 
qfqqrqi qqinft q m q‘ qt 5?qiqTq: l 

qqiqq qqfqf qq qq qf | qqqftqiq qqff q qt qqffq qfqqr 
qqqfqqiqrqiq ft* qq qtqt (sc*q) fr qftftftft qftftftftn 
ftq qhrifq qqi m ffq frn frq qf \ qq (qqq) fqq qq qfq 
qxqiqn qq (mra) qqfqfqfqi i qiff qfm qf* m m m 
(qqq) qfqqq (qqq) qi qfqi niff qt qt q qqrff fr ft qq q*f 
ffq fffq qq qq fan ftq fen qfq qq qfq qq (qyqq) qi i 
(qqq) qq qq qq fer qiqiqiqiqi ~sfq qrrqq 


t- 


m 


*T 

TV 

w 

fV 

m 


* 






FT 

fw 





ni 

m 

fri 

nV 

TTI 


3T 


* 

H 



3 i 


f- 

m 

Hi 

m 

m 

hV 


m 

tit 


% 

F^T 



* 




K. 

TT 

«IT 



nr 

m 


m 





?!> 


fe 

31 
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*• 


ft 


R 


V 

RT 

qt 


<*n 


V9* 

RT 

f\ 


VT 


c. 

RT 

qt 




TT qfT ITT 

ht m a 

M H> 

hi hi *ft 

"i q 

hi nr 
q qt 


qt 

RT 

q> 

?. 

T 

fq 

HI 


HI 

% 

R 


HI 

RT 

HI 


T 

fr 

HT 

RT 

HI 

3T 

R 



gTtnfwftHtTrT i 


(HqHiqtf^q qqqtqqi ) 

(6 '4 r rtqMro)hiH«T'n<n, t 

qq*Xt[TfqtrrTa,qM^9f, tfiTqq qTrfpqqnhrqq n) 
rfH*tHT*nxq: I 


10. V,r.sani\,]\lova \ 48-50h 

Derive,) from rndh-madhyamd {j/Ui) vtsaraftifav has madhyama for its 
initial, fundamental and the final note; it is embellished by kdkali and 
ntara with prasanntidi in the ascending i arna, and the murcchanii commences 
wit» madhyama ; it is complete and is employed in the sentiments of Iran- 
qm ity , conjugal love 9 , and mirth;* dear to Jupiter, it is sung in the Ia9t 
quarter or the day as declared by Sarrtgadeva (48-«>b). 

Akfiptlkd : 


1. 

nta 

g* 

rl 

sa 

rl 


rl 

Sil 


frt 


da 

*o 


1*0 

nta 

ni 

2. 

rl 

sa 

rl 

& 

m h 

ma 

mh 

mh 




ma 

sari 


ci 

am 


3. 

ma 

rl 

S* 

sa 

nl 

dha 

sa 

sa 


phu 

Ua 

kart 


da 

!a 

mi 


4. 

pa 

dha 

sa 

rl 

** 

ma 

m«a 

ma 


tin 


da 

so 


hi 

am 



* Nn me nr nn ahrikArn. 
*<£riff/#f of (he text. 
% £t^K*ho of ihe text. 
4 IUm ya of the text. 
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5. 

rl 

rl 

pa 

pa 

ma 

p;i 

dha 

Hi 


ma 


tta 

da 


dtia 

ra 

nl 

6. 

pa 

dha 

m h 

** 

rl 


ri 

sa 


mi 


a 

so 


hi 

aft 


7. 

ma 

rl 


sa 

nl 

dha 

sa 

sa 


kti 


na 

it am 


trr 

ra 

hi 

K. 

pa 

dha 

sa 

ri 


ma 

in a 

in a 



Son 

dha 

51 


a 

Aim 



The purport of the song is as under: 

Tire forest that has put on a garland of gems in (the form of red) silk 
worms* and that is lovely with the black bees settled on the fully developed 
leaves of the trees, and with the 4 lovc-intoxicatcd* croaks of the frogs, is 
cool and fragrant. 

Thus ends vesara%ti<)ava. 

(Xi) 

xtf: fmHnPHHtaTifqwroTtfnt ugiqq: infoii 
qtmtsqrq: qnqtrqmq q^mfaqfqriq: i 
wrft%fq Hqrq*qr: uy vn 

q?r* *tq> *nq: i 

fq(qqta 3 H> qqi 5 ftqfqq?qq: nyvn 

qfHHTHi trqifT qtq\ w qtqt nm Him i q qiqt qRrismt- 
qqtqmfq or qqqr hhiWthi f\ qqiqtqiqqt nqqqqq qqqqqqt i 
qqfq qu qqq qfr fVfaq fVfrq ftqqq ( t? 3 t ) m i qq qfr qt 
(qyqq) qqqqqqfr qqi qt qt q«n m »JT MM Pmt qq qq qq 
frtrnq frnr n (qsqq) qq qq **q fqq qqqqqqi qn? rt f^q 
ftftq ftfx (qtqq) frfVq tirfVq qt qfaqi nm nfv qqrqr qn 
nm i qqqqq? nqqq qqqiq^t fV(Vfr q qq qinivi i ftq qq qq 
qqqqqqqm qqq q fq qfq qmtqqmrqt qtqiqqiqqiqqiqiTtniHini 
qfr qiqqqqfqqqqqqf nirt \ fTqqqTMTqiqmiftqqtqTq (qtqq) 
qniqqnqqtrqqqqmqqmrqiqTqt qfqqqfqqrqfqqTfqqqqqqqqqTt- 

qfrtr qqtqqqqqiqqqqqqqqq i qiqqqfVTVqHHqqqiqTqqqqqqqq 

qqr 1 qqqqqqf^fTntqqqqqqqqqtqqrqTqqqfrqqm | qHqqq 
qqqaqqfTfTqqqqqqq^qrnqqi i qiqinqq (qnqq) qt qfqqfqfT«n 
qfa qq qqqqfV q fV q f rq i qqtqqqqqqqqqqqqqqqfVfTfTqlTqiq i 
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qiqqqqroqiq (tost) ftflftftqm qqqqqqqqqftqqqjqftft 

qqftftnftqftqqqqqq (q^w) qqrqqqnqqnftqr i qiqiwn r wm * 
Hiqtqrqraq qqqqqqrqrft'qrftftqftft (*fqq) ftftqi (q*qq) 
qqrqropTT^ qntornunqr—^aiwiq: \ 

qmqqqqiqqqqqr (qs'snr) qqqqrcqqqHiqqqftq qqiqftq - 
qmftnftqftq>riqqiTfVq T i ftqftn (q^qq) qqqqftftqiqiqr i 
*TqqqqrqqqqqTqftqqrqqqqftq (qs^q) qtqqqftftq qqqqqqT- 
mrlqirfai (qeqq) ftqraqqqft i qtwqrftftqrOfq«rr (qqw) 
qqqqqrftftftfrqqimftqTqmtqTtfftqTqTqtqiqftft q?tf>qftftftq- 

qftqqftqqqftftqftqrfqftqjqqq fe<w< wqwm w (tost) tt 
(qcqq) ft (qs=qq) qqftft ftft qqft ft ftqqqqftqqqqqqftftqft 

(qyqq) qftftqqqqqqqqftftqq qTOTftqftqiqqqftqqqqqqftqft- 

ftqftqmqrqTqrqT—ift qrrqq i 


X- 

m 

0T 

m 

AT 

0T 

m 

m 

01 


T 

0 

0 

fir 

0 

o 

fa 

a 



«n 

•n 

0T 

TT 

qr 

0T 

0t 

0T 


si 

fn 

rf 

0 

3 

0 * 

X 


3 - 

0T 

<n 

0T 

0T 

T> 

nr 

0T 

f00 


5f 

0 

3T 



0 

0 

fr 

■*. 

m 

T* 

0T 

<TT 

qt 

<TT 

0T 

0t 


f<T 


0 

fx 

* 




X- 

m 


0T 

0T 

qr 

0T 

<n 

0T 


0 


* 

0 


0 

0 

fa 

V 

0T 

0T 

0T 

TT 

qt 

0T 

01 

0T 


? 


0 

0 

q 




V 9 - 

•tt 

TT 

0T 

m 

rS 

m 

0T 

fa0 


far 

0 

T 


ft 

0: 

ftr 

H 

c. 

*n 

0T 

00 

00 

qi 

0T 

0T 

0T 


5 

5 

0 

0 

% 





“ffrqiftrfqTqrT i 


(ftq TTWRqft qqqtwqt) 
(qqqft^fqq^rqqq^wTWfnT^wqftfqswft^ i 
nqqyqqft ^qqqftqrft fqqrtnq ^igqtft II ) 
?ft qtj: 
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( xi ) Boffa : 50c-52 

Boffa is derived from pafleami and fmlfa-madhyania ( ftlti-.i) with paHrama 
for its initial and the fundamental note and nuulhyama for its final note; 
with weak giindhdra it takes kakali> and its murcchunsl commences with 
pabcama. Fmhellishcd by prasattnanfa* in the ascending varna* it employs 
all the notes 2 , and dear to Lord Siva 3 , it is known to he sung in the last 
quarter of the day in (the content of) mirth 4 nnd conjugal love 8 during 
festive occasions. (50c*52). 


Aktfptlkd : 


1. 

sS 

dha 

sA 

sa 

sA 

sA 

sA 

sA 


/w 

r a 

«u 

rl 

/ii 

ii 

fa 


2. 

dha 

pA 

ma 

pa 

dha 

tna 

ma 

ma 



mi 

la 

/in/ 

i//ni 

ha 

ra 


3. 

dha 

pa 

ma 


rl 

g* 

sa 

ni-dha 



h 

i<* 

re 


mt 

pa 

rl 

4. 

sa 

T\ 

ma 

pa 

pa 

pa 

pa 

pA 


/?f/l 


y« 

rf 

te 




5. 

rl 

rl 

ma 

pa 

pa 

pfi 

pa 

dha 


ma 


ifo 

matt 


da 

fW 

ti 

6. 

sa 

sft 

pA 

P A 

dha 

pa 

ma 

R" 


/torn 


sa 

Vfl 

1 // 11 J 




7. 

dhfl 

pa 

ma 

8« 

rl 

& 

sA 

ni-dha 


rvi 

at 

ra 

ti 

t*i 

ha 

si 

fa 

8. 

pa 

pa 

pama 

ga- 

-inn ma 

ma 

tna 

tnft 


ku 

ntu 

iUl 


IV! 

nr 




The purport of the song is as under : 

A goose sports with her love afflicted and slow gait in the grove of white 
water lilies in full bloom, which is sunounded by black bees displaced by 
the wind, while the water around is strewn with the pollen of the (lotus) 
flowers. 

Thus ends boffa. 

*An ataAkSra. 

•That means, it is complete. 

•Lit, the husband of Phavnni. 

*Hdsya of the text. 

*Sri*gAra of the text. 
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(xii) 

qwmrqs^ ^ snrHgugft i 

^qqrnj^nl^qfT: nv^n 
*nT>%rmrr«TPcrY rnwrow: rpflprrfrr: » 
f*rsr5TT?r qrs^feq: Ji^r%g£*ra: uxvu 
itqts^: m5r i?i?q*j:r»uTxrre: i 

qmTfTmtfWifwqT«wfMretai*TmT *wnf7*n’qifq^fqinqi«»0T- 
mftm’qqq’n^iqnft^qrqmsO^n’t i RWwqtamT^wmrwfawrT- 
*rfamftmxn™rsTOfa<rt i qi qt 

qriqrqsft^TqrtiqrHT^isft^iqi ftftfanwsifW^i*n<riTl’ft'Onmi ,| Tifa«iT 
*TTqrfq«n qrOrTqHwqTHf^rqmqHfq^ifqqT i qiqi sw rrrnnr 
nfipr *mq nqqiqt i «rm *rq wrror «TtensftfsmroT , n*nmrr*iTm Ttar- 
ntqmrfq «riqf «rm *n*rr (»roro) nm *rn*r tY frrYfa 

friTHmnrnmfYfTfTtTS qiq*nrtqiqiqqqMiqiqqfq1qH«>qqqqqm»T^- 
wtrafqfqqqqqqqqqfTTVPTq^^^qiT^^^^^^^'^^^^^qqiqr i 
TYrYxTtatrfirinirrTifi^mficMMqufiiwt 

qfqMqqqr^nqq^fqanT^Tqtqt^TqrOqTqi sronsifimr: Srnrais: \ 

*nqiqiqt qfrqqt *rfMrr qfqqi fVnm qfn qqqqftqiqiqi i «r«r 
qfaqfafc qiqqfqmmqiqlqmiqR't (qs^rq) qiqqqqmq«mmqqi- 
qqiryf^qqtqiqfqqfqqqfqqqiqt frqqiqi qfqqq qfqqqqqqqqqqqq- 
qprqqfqfqqqqiqqqfqqqtqr—5% q^qq i 


*• 

Tf 

ft 

qfa 

qt 

qq 

fan 

qr 

qq 


wn 


q 

q 

q 

q 

fa 


R- 

qT 

q? 

qi 

qr 

qq 

qi 

faq 

qt 


q 

■* 



fa 

ft 

q 



*• 

ft 

qq 

qr 

qq 

qi 

qi 

qq 

qr 



? 



fa 

fa 

q 

fa 

y. 

ftq 

qq 

qq 

qfa 

qr 

qi 

qT 

qi 


q 

T: 

q 

fa 

$r 




*• 

qq 

qq 

qi 

qi 

qi 

qT 

qr 

fqq 


fa 


qt 


fa 

q 
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V 

fir*r 

mi 

q? 

qr 

qr 

tY 

q? 

m 


3 

q 

q 


q 

% 


qr 


srr 

qr 

far 

qr 

faq 

rrr 

q? 

m 


i 


qt 


fa 


q 



*Tfr 

qq 

qq 

faq 

qr 

tt 

qr 

q? 


fir 

qt 

fa 

T 

It 





—iqnfaffaqq i 







(qq rrrvFfo q^qhrqr) 

(emqqq q fa»p*fa tftq «qiKT% fqyrfrT rr*:rrfa?r, 
firqqWq *TOg*m q^ygq> ffFsrfiTOTfirrft n) 

*fir qtqqqsqm: t 

(xii) Malnvapancatm : 53-55b 

Originating from the madhyanui and pa fir ami j/lti-s, ttuVovapaftrama lias 
pancama for its initial^ fundnincntal mid the final note; it is incorporated in 
the murccham called hffyahd*, and has prasanndnta 2 in the ascending 
varna, a weak gdndiulra and kdkafi; it is sung in the event of the chamber¬ 
lain entering (the stage) in (the depiction of) love in separation in the last 
quarter of the day and having Ketu 3 as its presiding dcilv, it is conducive 
to mirth 4 and conjugal love 6 . (53-55H) 


Akfiptika : 

1. gfi 

rl 

sa-ni 

sa 

ma-ga 

ri-ga 

sit 

pa-ma 

Dhya 


no 

nw 

yam 

na 

vi 


2. pa 

pa 

sa 

ma 

ga-tim 


ni-dha 

nl 

mud 


ca 

ti 

di 

ttam 



X rl 

ma-ga 

pa 

pa-ma pa 

pa 

dhn-pa 

mfl 

vyd 

ha 

ra 


ti 

W 

sd 

// 


1 Tliat is, the seventh mBrcehand of madhyama'grdma, 

•An afankdra. 

•Astronomically ketu is the name Riven to the ninth planet. Mythologically it is the 
co-product of Rahu <cf. note K(> on Rahu verse 103-105b). It is said that on the occa¬ 
sion of the distribution of nectar among the goods the demon Saimbikeya steallhty 
joined the goods and drank of it. Coming to know of it, Vi 91 .n 1 cut his throat ofT, 
hut since he had already taken ncclnr. fits head was Mansfotmed into Rahu and his 
body into ketu. 

4 Hdsya of the text. 

*&r*f(jra of the text. 
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4. 

ri-mn 

ga-sa 

dha-ma 

dlin-ni 

pa 

pa 

P a 

pft 


so 

rah 

50 

// 

le 




5. 

pa-ma 

dha*ma 

sA 

sA 

sn 


sa 

ni-dha 


Vi 

iihu 

no 


ti 

pa 


k$a 

6. 

ni-dha 

sA 

sft 

sfi 

sn 

n 

g fl 

niA 


yu 

J?" 

lam 


na 

ren 


tlra 

7. 

dlt A 

nifi 

ri*ga 

Hit 

ni-dha sa 

pa 

mA 


ham 


so 


ni 


P 


8. 

ma-ri 

ga-ma 

dha-sa 

ni-dha 

p«a 

pa 

pa 

pa 


pri 

ya 

17 

ra 

he 





The purport of the song is as under: 

This ‘royal* swan, separated from his tvloved, does not give up (her) 
thought nnd expresses misery, moves into the pond and tosses his wings 
in despair. 

Thus etuis tnalavaptWcama, 


(xiii) WWWIim: 

mat amfaahreanmnTmt a?Um: mt*n 
nwnat mmrarxtsmfw mnOgn: 1 

MXS" 

amxtfjtfn an xqTsft xhtogit xn i 
nafant stxmsn nftg: ritmt am mtvsn 

nTftm a fa m arm mamTmatT unwft ftmam atria amat 
aa«n nr at xt arm arm aar atm fttnritrit amt amt aa? 

—tfnrFfTT: i 

mat aftnrit at at arar aaar aa ritmtnn aafaaa (aaa) at 
amtmmx't annftamnitninnftnt (ama) aaaat i nannaftat 
aaa aafaaaar aarm atar (ama) (a^aa) aaaa ata aafa 
faaaaaar i aaaa (aaa) a*» aaat faaa aa aa a fxft aft a ar 
aaaaaar (aaa) ftnm (aeaa) a at aaaa aa aaaa aa aft 

aa ar aa mar —?ft arxaa i 

% 

am at—a? ar ar ar at am atar aara araaiai at m at 
at at ar a ftar at aaft a? a at a at a aT ar ara aa a at at 
at nr mat arm (n^a) a aar anr a mar ant ara atm 
—nmtma: 
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*• 

wr 

wt 

W> 

W> 

WT 

WT 

WT 

WT 
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—sanfinfam i 

(aa arat?ift amftmrr) 

(mratma araaatr a^matam ftm ftwf ^xaaa i 
asnnfmmnsmnmri, naarfa *x a*»j»f aTaaaaar? qxaan) 

qfa irtatarT: \ 
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13. Kttj utsrdhdra : 5 5c* 57 

llav injt originated from naift'dV and ^adjamadhvamd (pit is), rupasddhtira 
lu*« fadja for ils initial ns well as the fundamental note, nml madhyama as 
the final note; it has weak rfnhha ami pahranta and takes kakali; it is 
com pie It* and is (embellished) by the pattern of tonal phrase (afattkAra) 
willed praxannaanudhya in the ascending iv/rw/,nnd its mtirnhatta commences 
with un'jit: it K always employed in the sentiments of \alour% wrath 5 , 
bewilderment 1 , and heroic pathos 5 for propitiating the Sun*. (55c*57) 

dkstptika : 


1 

nta 

ma 

nf 

m 

dhfl 

dha 

sa 

s3 


Sa 

dyo 



M 


tarn 


2. 

nt 

nt 

dha 

sa 

SA 

sa 

sa 

sa 


Yd 


ma 

tna 

yho 


ram 


3. 

sa 

sa 

nt 

dha 

P 3 

ma 

ma 

mfi 


ta 


tpu 

nt 

fa 

mi 



4. 

t 

sa 

ri 

sA 

nt 

nl 

dha 

Sfl 

sft 


w7 




tiam 




5. 

ma 

ma 

mfi 

ma 

nt 

nt 

dha 

dha 


W 


MWH 


r / 


xtmm 


ft. 

sa 

sa 

Pfl 

pa 

m3 

111 a 

mfi 

m3 


re 


da 

pa 

dam 




7. 

m3 

mfl 

nl 

nt 

nt 

dha 

sa 

RA 


.r»7 

ksnta 

ma 

cin 


fra 

ma 


8. 

nl 

nf 

dh ft 

sa 

sit 

sa 

sa 

sa 


h 

tut 

ka 

ma 

i*i 


tarn 


9. 

ma 

m;i 

ma 

ma 

sa 

sa 

sa 

s3 


pro 

tta 

md 


/«/ 

ha 

ram 


10 

sa 

sa 

nl 

dha 

sa 

sa 

sa 

sa 


sa 

dytt 


rum 





II. 

ma 

ma 

nt 

n! 

nt 

dha 

Sa 

Sa 


VI 

ra 

na 


nta 

hha 

ra 

ma 


of I he test. 

9 t tru of the text. 

“Wi/Wtii of the ipxi. 

% .Adhh*a*t of the text. 
v \ u,ikan,u,t of tlie text, 

•‘S' is I'mviifal capital in view of die fact that the sun is embodying a divinity here. 



12. k 3 sfl pa dha mfi in a m.i nin 
ham pa ra mam 

The purport of the song is ns under; 

I bow down to Lord Siva who is the true preceptor and the highest 
refuge, the unborn one, atul to llis live laces \i/, sth/ra/ofa* vdma % ay ho r a 
(atpurufa and fw/wi, to Siva who is all* pervasive and pcrl'eii, the source of 
the Vctla*s, subtle, licyond imagination, unci cut mg and uncreated. 

Thus ends rupasadluira. 


MrtrsftMMnTMtfrMRl MjTiMT'jiMMVMM:: i 
MtlMfFMMTfMgM;: ^M: MSJTtfMMMM: ll».cH 
MMMM«5feTI?W?TMM MVlfa* i 
■rVTxrrft Cmmam J?m? snr: iivpii 

mt fMMsft mtmtmm! m7>irmTni»'> mtmt mtm! nroi kmmm fnv- 
ffpfy mimi^tmt mmt mm fMfMfVMF ni>ii .sfmtmtm: t 

(•mr) mmRt mm mm mm mm «Tm nfaVlVl mmmm mtmmmm mmmm- 
MTMfMMTMMfM fTfTfrfTfMVrTMTrMMMMTMT (MtMTT) n (MX3T) m6|1m 

Mfirwror mmmSt WV nfVfV MTMTMfMfirMTMTMT MfTfrfl.MMMMMMMi i 

MMfTMMfTMMMMM MMMM (m^m) MM fsTMTMT ?tff M^MM I 

3TMMT—Ml MfMMT MM MM MMMf MM MM MIM MlM MMMMTMTm 
tanTM fVfr MfM MIMMIM? MTMIMTMfjT Mt M M*t MTM I 

WxWt MT fYMTMT qifirfefir fq*J MfMT MfV fVf? M*MM M M Ml MM 
JVm Mfr I Mt MIMtM? MTMT*UM ^ M|Ml fFMIMTM: I 

(MSM) Mfi? MfM MiMTMi M MMT | Mf?f»fVfVM (M^3T) (MMM) MM 
(MX3f) MM Mt MT MMMin MMfaM (mTH) MfirOrfM M tVf?MMMI 

— sffT M?TMM I 

> 


xffT MM?: I 


14. &»*«: 5R-59 

Originating fr<itn ,v.j</// ami illuiivuti, having w/<//i» lor its initial, funda¬ 
mental and the final note, v/A a include* kiikali and milora, is complete, and 
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The Discernment of RSga-s 

its mihrihmi 7 commences with sudin: (embellished) with prasmma-madhva' 
in the ascending rariia , dear to Lord 5>iva, it is sung in the denouement 
( nirraliana ) in the depiction of valour 7 and the sentiment of mirth’. (5K—59) 

* y.. rwttrrsrr: 

g^R^RRRT Rest rmt rtrtrrsrr: i 
*t?i5T«jmTO5rcsi rrttr: n^ett 

rift: 3R: RRRRTfRRRRITtffTRRR!: I 
RRJRReqiHRnft Rft 7 R' 11^11 

qfttT w rr»ot% fsrofnR: \ 

rt frfTH frfr Rift Pcrt rtrrr rrirrtr rrrr r rt rrrt i 
*ttt> frRr rr Rim rtrt rtrt rtV ftan rr rr Ttrt Rfqfq (rrh) 
(R3RR) RR RR RR RRR RRRRR RT RRRTRT-s?rtrtr: I 

RR frfrfR RftfK\ I rirt RR RRT RR rRRt t RTRTR RRRRRT 
RTRT RRR RIRT RlR R RhchftrWV Rprfr RT I RIRT RTRT RTR RRR 
RtRRT RR RRT Rt Rf | R ftfVfT RRRRRRfTR R RRR RTRRRfR RRTR 
RlR rr RRRR RTR RR RTRRRIRRRRRT—*ffT RfTRR I 

RRRT—-RtRT RRT R7> RT Rt R (R5RR) Rt Rt Rt Rt Rff RTRt 
RR RR' fqR RtRt RRt RtRT RtRf Rtqt R|Rt RtR RM Rt RR RR R 
(RVRR) RT—TJ?RTHIR: | 

RR frfr rirt rr MV rtrt rr'w rIVr rr rtrIV rMt fVfV 

RRRRRfir RTR fTRTRT (R TRR ) RR RR RR RR Rt Rt Rt Rt—TjfR 

R5TRR t 
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*An afoAhara. 
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* Vira of the text. 

a l m/ Atitivtofilir text, which actually refrrx to mirth crcnictl in the context of 
valour. 
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R «it 

—5?RTfwttRRR t 

(RR RTRTfiiH RRRtRRl) 

(5 | 5RRRRtRR R^RTRRRR, RfqqRRRRR RRR% 
fRRRfRRT RR^RRRRRTRgl^qr RR TRRt tl ) 
?ffT RTR!<J|RRRR: I 
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15. Wmmmotuipafivanni : 60-626 

Created from sutidharnmlhxwnd ( frftiU rii RO Niammdnapa/iranui has. pufja 
for its initial, fundamental, and tlie final note, and also nnulhyama as tire 
final; it includes kdkath lias a weak lm(hiira % is complete, and ils murcchand 
commences with faiJja; having the prasamamadhya atankdra in the ascend* 
ing varna, dear to Lord Siva, it is employed in the sentiments of valour, 
wrath 1 and bewilderment"' in the context of the (traveller) who has lost 
his way, being confounded in the woods. (60 62b) 

Akfiptikd : 
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sa 
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mt 

hi 
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sn 
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tm 

nam 


*Vira and rout ha of the tco 
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4. 

pa 

dha-ni 

pa-nia 

dha-so 
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sn 

s& 
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ma 

da 

ya 
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ri 

rl 

ma 
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di 
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ra 

6. 

pa 

pa 

pa-dha 

pa-dha 

pa 

pa 

pa 
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ma 

dint 

ma 

da 
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ra 

wi 

Sa 

1. 
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ri-ga 

sa 
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hr 

da 

yd 


hhr 
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ma 

ma 

ma 

ma 


in rivi 


The purport of the song is as under: 

The beautiful gait of I he slender damsel, gladdened hy her beloved, with 
her heart overpowered hy the sweet passionate stimulation, rendered lovely 
hy her heavy hips and distinguished hy the soft landing of her feet, greatly 
intoxicates (the mind). 

Thus ends Wtammanapa/icama. 


tv ^ 

*tiTRT<T3^03nrft Trlfc'sUI^TS^U: 
mmU: Tn«F5ftgTm l 

TT5T: flmmtcfcr HMT: *T'Ulf»U'>Tm«R It^U 

srgssrrl i 

fUWSrjflTlfftu TUT>. W*T«0t%rr: II^YU 
UTTtafT I 

mmu mriurrimiwi tVuttitthV* mut mm mfa «nft sO^fV \ 
fa fau uttu mrm mfTT mr mu nut fafa tut Tuumirm 

?rTTHTT* t 

mTmnm (T^mr) mmu fafamm (t^ut) (t^t) 

ufafau mm mm murt nfafa Tufa mr *m mu mmnm—sfa 

1T7TT I 

arum- Tiurou *htttt Tim i muTuftfauim i mutat 
u’*n tffa jffalf fafa mu u'uu' uPTfatsfi fafafa uufa *m mu- 
umm mu mtrnO fa?ft fau umft t (T^mr) mmmm §?mmT: i 
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ttt nwr utt uq mm *uut m i urn ttitt* faufa (u«w) 
wfa ufa faufam fafa uuufa mim twiw mmr umu umrmn 
(T3=mr) urn ufarimt nwtsft vum uuuu famm Timm nmu 

UTWI *IT*U UfaUT Ufa (T^UU) TUT TTTfa Ufa TUUU TS3T 

wnruiur—?f?r qnuu i 

TIT! (u*u) WUIUI (T5=UU) TITITI TU*U UTUT (W) 

utut i uuu faui uu (Hum ttuti tutti m (tsu) u tittiut tit 
ufa ufauT (urn) «’ utfft Offm rftuuufa i ttttu mm mm » nt 
(t^ut) tut ufaufa tu T«um mmmm --sfa fgrafaTfruu \ 
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—^ SrUlfamUT \ 







(ut m<*?far TTT^sim) 

( siT^T'TTfrlTT^^'TftVTm^Tf'TTflUTmi^ I 
UUTtTJUI^TnfVufaHfasjlJUPTSI^ u) 

?fa um I 
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16. Narta: 62c-65b 

Derived 1 from madhyamd and paRcaml (fat is) narta has paiicama for 
its initial and the fundamental note and madhyama for its final note; it 
incorporates kdkalT* its mfircchand commences will) pnfleama and it has a 
weak gtindh&ra. To be embellished by prasannamadhya* in the saHc&rl 
(circulatory) varna, it is used by valiant (dancers) in the carimapufaltP 
formation, and in the battle-field. As declared by Katyapa (it is to be 
employer! in the context of) the sentiments of mirth 4 and conjugal love*. 
However, Durgafedcti has said that dhaivati too is the parent ijdti) for this 
(raga). (62c-65b) 

Akfiptikd : 
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pa 

pa 
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pA 

pA 

ga 
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rdi 

na 

3. 
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pa 
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ma 
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bhu 

va 
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ma 
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ma 

ma 

ma 

mA 


na 


ma 
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The purport of the song is as under: 

Salutations to you O ! the elephant-faced one (Gane$a); the swarms of 
bee* fhovering over) the face of the earth soiled by the incessant flow of the 
stream of rut have darkened the day and veiled the directions in the sky (as 
it were) 

Thus ends Narta . 

'Atibhuia of the text. 

•l it ‘horn nf\ 

# An altrikArti. 

ntarrvf* that the man fat a-n are dealt with, by the author, in Chapter VII. 

*ifasya of the test. 

*&T*gAr4i of the lest. 
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Txn<ftfnn: 

trannntaiTX: wra ipfnin'iulnnMT: hsxm 
fnn»Tin) nnrmraTrwwi: i 
w»T»^raar<)fR*qt n?infan&n: n^sti 
ntrtfsrT*nfTTn: 5Tlwr TT5I«nf5l<T;: | 
ntnfn h«T*n «nn tit nnm i n Info titttt i tttttttt m 

TTT TTT ITTT I TTT TUT TTT TTT TTTTI TTT sftnt ^rTl«1T: 

(•ran) nfnn ttot nnfn Tint fnfnn fafVnmTTTr ttttt- 

TTTT (T®TT) I TT UTITMTilT TI (tTsTI^) TTTfTTT frTT TTTTTT 

nra ifn Tin TT»n i (ttt) nnnnnfn nnn fnrtartrn i 

(fnTm) fnTfnfnfnnt (nsn) n*»fn n> fnfnnfnTT i nrnro tttt 
( n«nn) nn*T n (iran) nn'nn n' ttMt nfnn fnfnfnnnT i *m «m 
«m hen (iran) n nnfnnnm nwftnfcft (fanT*) fnfn-sfn TPmn i 

spnn—nTTTm nWt nfnnt nrrsftntTTTT ftftn ’ftO nnWr 
tttt nr t*w*t nftnmftaTT i nnmnln) tttt fnftftn \ nr 
(nrrsr) n fnO nrntni (iran) n fn*tnTnt s?tthtt: i 

ttt Oran) nfn O mfnm (ttt) nmir h)tt nrnT (Ts^spr) 
Tim^tnO^ ttt mO f>nfVn (tt«) nt»n fnnT fnnfn nnW— 


rfir TiTnn i 
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*• m m *t *r nr qV sft 

* * 3 5 fir 

**• * * far *ft *ft hV fft 

t h J* 

—??PTfw(t{T*lTT l 

(<W HT^qf q^qlspn) 

(tig'VfilTOfr H%3T%*Rf*HT5?ttr^ , 

far? VWlWfTt HHHsrTfBf 

5% TVH^fhqr: i 

17. Sit{tM»f.<ika : 65c*fi7b 

J*** t fatl / a t,nd r rt, ' Mh,ta ns Hie fundamental nml the initial notes 
c ic «,vc.y born ° f *«/,/*, jm with n weak m l>„a and aJbjS 

J2J?7" ' S fi,ml no,c '- mlJokuMka takes low «***» and W/,, j, 
•V IS iu l»v pm.vaimfidi 1 in the descending (varpa) and lias faflam the 
commencing note of its miircchaml; it lias Lord Siva as its presS deity 

mcnt\ (65c-67b) l ) '* of ***"*• wn.ll.' and bewilder- 

'U siptikii : 

I C*» rt «S _■ a _ 
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sa 

rl 

sa 

rl 

sa 

sa 

sa 

sa 


in 


ha 

ra 
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sa 
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nT 

ni 

nl 
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nT 
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tul 
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ma 

hi 

ha 

ra 

3. 

rl 

ri 

ri 

rl 

r! 

8ft 

sa 

sa 
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sa 

ra 

di 

Sd 


mu 

4. 

nl 

sa 

nl 

rl 

rl 

rl 

rl 

rl 


ha 

da 

U 


He 




5. 

Ilia 

m;i 

pa 

pa 

ma 

ma 

sa-ga 

rl 




Pi 

a 

/ 

kd 
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0. 

ri-sa 

sa 

nl 

nl 

pa 

pft 

lit 

nl 


hha 

ma 

ro 


j<* 

na 

ma 

a 


Tin mm nnb that it has r.„ iK |i„,i 

m c,..c s they arc to be taken as alternative flna , and * 

f An afitAl tint, 

1 I ha «>f f ho lext. 

'Rtuufnt or I he (ext. 

'.‘UtMitifa nf die iexi. 
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7. 

sa 

sa 

sa 

sa 

sa 

nl 

nl 

ni 


ran 


dan 

pu 

ha 

Vi 



8. 

rt 

rl 

ri-sa 

nl 

nl 

nl 

ni 

nl 


pa 

rr 


me 






The purport of the Bong ib ns under: 

The black bee of lime drinks of the honey of man's life in the lotus 
flower of earth having the directions for its leaves, tlie mountains for its 
pollen, and the king of serpents (J>csn) with its long hood for its stalk* 

Thus ends fadjakaisika. 

Comments : 

Incidentally, the author is introducing a few concepts in relation to rfiga. 
A r*lga is fully manifested through five stages of the mode of singing called, 
(ilfiptu nlpaka, karnna, vartant ami akjiptiktl In the words of 4 IC\ “the 
author is introducing the render to all the elements common to the rtiga-s'\ 
Thus, the rdga-snre characterised in this way nml may therefore be distin¬ 
guished from the melodic compositions called prahandha ,v that arc chnrac- 
tcrised by dltdlths (sections) and a was (integral parts) dealt with in chapter 
IV. (23c-27h). 

Before proceeding to the characteristic features of other rdga-s, 4 K 4 points 
out some discrepancies Itclwccn the delinitions nf certain nlga-x ns given in 
Section two and their indications as given in Seefionone of this Chapter, and 
also lie tries to resolve the inheren tcontradictious and explains them in the 
light of Mnlurign. 

However, it is proposed to deal with such cases individually, while des¬ 
cribing the riga-s concerned. It may he noted here that these discrepancies 
arc indicative of structural changes in the practical rendering of these niga-s 
with reference to their original enunciation. (3Uc*32) 

It has been staled (cf. S.R., II I, II) that Gmt{lakaislka belongs to the 
madhyanta^nl/nn; but here it is said to have arisen from kaisikl and fadja- 
madhyantfi friths, which indicates that it belongs to both the grdma-s since 
the two purent jdti-x respectively belong to the madhyama-griima and the 
sadfa-gnVmi. Therefore, there seems to he an obvious contradiction, as 
pointed out by *K ! (cf. his commentary * on verses 30-32 in this 
Section), which is resolved by him in the light of Malangn who says. “Even 
though derived from the Intis of both grdma-s it is related to Madhyama- 
grama only, since in practice its paheama and dhaivuta arc respectively found 
to he of three and four sruti-s. Its advent from $adjaanadhyamci is however 
inferred from the statement of Malangn (as quoted by *K*), “its initial note 
is mandra (low) and not madhyama which indicates that its miircchaml 
commencing with xa{lja is probably meant to be uttanrnandra, and thus its 
relationship to ^{ifihgrdma is implied.” That is how 4 K* attempts to explain 
the ubovc contradiction. 

*K* points out an apparent contradiction in the statement, ““/to/fri and 
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MAlawtkafsika belong to tbc Madhyama-grdma ** H 1.12) and the 

above statement that it is derived from panama and sad/a muidhyatmt (jdti-s) 
which respectively belong to madhyama and ></*//«-xrr/m#i-.T. Me resolves this 
anomaly in the light of Mataoga who says, “Though ho {{a rdga is derived 
from jdths belonging to both the gramas, it is related to the madhyama- 
grama because its pafleama is (found in practice) to be of three sruti-s." 1 
*K* further infers the mure c hand of boffa to l>c that of fadja-grfima on the 
basis of its origin in the ^adjamadhyamd jati, Thus, the murirhand commenc¬ 
ing with paheama is to be taken as xuddhasadb of Ht\ha-grdma and not 
hffyakd of nwdhyanta-grama. (50c-52) 


Trm^r) (mr Ttm^ifa) 
marirmmmmiTfa: 


(i) mmrmm 

marnsj a hu ig. »»^mi 

n«STTO^Ttr?rw»T mmmrt faqmd* i 

tfteitsft: n«i?t m?r wmtotr, 

wi sftarrfcri mtrfr i mm i frmrfhrf i mrrtaTT fafaifa 
nmnOraPtfo fHfrmm \ *ri *? i fmum—rmT^rr: \ 

faPrcmmmmfnrT i fa h «wi i *mmm«ra *wfa«fmr mm- 
mm mft mft *?t«tatmmmmT»sft mffa'tfafaftnfataimmmmft«m- 





?Tt 

fit 

*ii 

m 

<rt 


m 

in 


3T 

*r 

T 

3 


* 

*T 

T 


nt 

*TT 

*n 

m 



HT 

m 


<1 

fa 


3T 

n 





*Cf. SR.. It 2.1.45M55 where Kumbha seems to disagree with SauWadeva and 
prefers to lelate bofin to the sndjagrfimn. ft is also notable that KN version of Mata- 
Aga does tmi quite agree with the available lest of Hr. IV lSee prose portion after 
verse no. ,*14} i.e. p. 9ft). 
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v. m 
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ft! 


hi 

fit 

nt 

*T 

fa 

fir 






V. Hf 




«T 

7T 

m 

m 

n 

*T 

m 

rT 


fr 


?T 

V nt 

*rt 

nt 

Rt 

UT 


fTT 

m 

*r 

*T 

v 

S 

T 




V9. 5ff 

ff 

ni 



fft 

*11 

«rt 

SI 

«? 



fn 

cl 



c. m 

m 

firo it 

m 

RT 

m 

m 

T 

<1 

n 


5T 





mnfinfana \ 


(mi hwpN T*<?tam) 

(3PTTgmnrr<irmni*T fafmifa \ 

nmmr'TFHTmrsT'mr iromr fmm'TTmrmm n) 
sfa marmrm: i 

(v) The characteristic features of tbc ancient rdgas recognised as 
the sources of popular ragdrigasagas (67c-106b). 

Now, I shall describe the characleristic features of the current well-known 
rdgas along with their progenitors. |67cd|. 

1. Madhyamagrama-Madh yanuuii; 6S-70 
(/) Madh) 'an tag ram a 

Arising from gilndhdrf. madhyama anti paheami\jdtis\ % taking knkatt, 
having madhyama as its final note, low sadja as its fundamental and the 
initial note, and sauvfrV as its murchttfu 7 t madhvantagrdma is (embellished) 
by prasannddi 2 in tire descending (r arim), and is employed in (lie first 

’The first ttttircchand of I he nuhlhvnut-gnima which commences with mmlttynma- 
B An ahAkara. 
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Iniuklm) sandhi' in creating mirth’ and conjugal love’: il is sung inthe firs' 
quarter of the day in summer for the propitiation of Lord Siva 


Aksiptikii: 


1. Sit 

sa 

g* 

Pi* 

pn 

pa 

ma 

ma 

A 

wo 

ro 


ru 

wo 

wo 

ra 

2. p\ 

ma 

ma 

ma 

dha 

nl 

sa 

sa 

r* 1 

Ii 

wa 

io 

i am 




3. sa 

sa 

ma 

ma 

pa 

pA 

sa 

sa 

ji 

ta 

wa 

tin 

non i 

so 

ka 

la 

4. ri 

g* 

nl 

sa 

s A 

sA 

sa 

si 

MI 

si 

ti 

la 

kow 




5. m 

ni 

nl 

nl 

dha 

pa 

ma 

ma 

yo 

no 

io 

to 

?a 

ri 

IT 

to 

6. gA 

mA 

ga 

m& 

dha 

nl 

sa 

Sa 

wo 

iu 

Hut 

ho 

row 




7. ni 

ri 

ga 

111 

sA 

i 

sa 

pi 

PA 

•'Tit 

no 

wo 

io 

si 

to 

vr 


h. sa 

sa 

nir-dlin 

P* 

ill a 

ma 

ma 

ma 

ra 

iho 


wo 

now 





Hie purport of the song is ns under : 

Worship the best of and the invincible protector of the gods, the con¬ 
queror of the cupid. holding the full moon foi the mark or litaka. who is 

surrounded hy a hundred hordes, is the destroyer or evil and whose chariot 
is drawn hy a white hull Ur.'. I.ord .^iva) 

Thus ends mailliyamagriima : 


(ii) nt^rmfV: 

ajqqqT t 
qwrmfqqqjdrrT, 

(ii) Modhyotnadi : 

Derived out of it is nuulhyanuuW* with nnuthyawn* for its initi.nl mid 
fundnmcntnl notes. (70b—70) 


’See note on uwdhi-s (no. viitc verses 7I-2J b ante. 

is ii common nmtie for Hifllitnfi. Vnu nn<t kvn Uni ^iva is the pcisonnl 
CJihI of the author. 

•Name of the raga, 

•Name of a note. 



5. qiqq^ftlT- •niSW'i: 


(i) 

—am qmqqjftqqt: iiwmi 
^fsiqftsTlffnT: qsnqKtqpqlwqqqq: I 
qqrrufr^v: ii»?m 

jmrqqsqiq-rgiTl ql> TltSqgjrt *q I 
fqqtq*3» qqtaqw fsifn* qjf*sPq?l ttvs^ti 
fitlW %wqqtqi, 

qmqmmiqiTtqqlqroA qpnnt qtql»>rT*nfr«n*TOiPrat i qfq- 
T^foiqqtariqqTqfqiqqVqiqfqqiqqt q*iqtqTqqtqtqWtqiq*ft qi qt 
qqrtTlmqfq fa'rrqqiqTqiqfqqqfqqqqrqqqqqqqtqfTfrfr qqqqqq 
ftfrfVqqqqqfqqfqq qqlqlrirvnfTqqfqqqfiql qtqiqiqtqqfqqqqfq 
qrqlqqfqqfqqfq qqqqtqfqqqq>l<lfqqqqqfVfT , TqqqqqtVfVqftqqqt- 
qffRl qtqbftqVrqsftqfqqqfqqqqrqiqlqqrqqfqqqfqTlTtaT qiq>- 
wwfqqq qrTtyqqfqfq qfqqqqqqqqqqqlTqqfrqqfqqiqqtqqt qt 
qnTRmnwT«rn*mq*Tq«n qqqqqqfqfaqqqqqqqnqt t qqqqfqqqi 
«»? fqwfqfTfrqinTtnfr *iq*mnf»qi»mn»jqVqifq <nnmq»nmn(V.*n t 
qqqferrfq qqqfa qqqqqqqqqqfr *nqf*qqqlqqqqt ?*kVlqq 
nqlqi oqrqiq; t 

qnwqqqiqfq qnnqqj qqiqqql qqiqqqt q «qt«T (qqq) qqi i 
*ftWr (qjq*) fT*nrqqqtfqfq 7 tqqtqi (qvsi) qqifqtqfrWqqifq 
(«?yqq) qqqqqqfa qqnq*nn*mi»H?nqiq«rOfr (n^n) *mqqm- 
frfr wnqqsftt*? (qyqq) Iqfrfv (qtrqq) fa qt qt qfan qqfaqqqq 

qrVqrj qqpft frqq) qi rj qtfvqfaqj $fa qtTmq i 


m 

h? 

<TI 

<tt 

m 

*Tt 

ni 

•n 
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v 

T 
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«n 

Hi 

nrr 

nrr 

m 

Hi 

m 
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V. 


m 

*fa 

m 

*n 

HT 

ft! 

m 


fa 

9 

T 

5 

f 




X- 

*7T 

Hi 

ft 


ft 

ft 

ft 

Rfa 



nt 


V 

H 

R 

f 



TT 

ft 

ft 

HR 

ft 

m 

ft 

Rfa 


fa 

fa 

fa 

n 

f 




\9- 

m 

m 

TT 

qr 

ft 

ft 

RR 

ft 


n 

h 

H 


*T 


R 

X 


flt 

m 

frt 

Rt 

Rf 

m 

rt 

RT 


Sft 


n 

5 

f 





—smfwfam i 


(?r* m«rrrJ|7T 

SH PffWg t tnfrfafTO q*TfT «*T *r?*fl^T*T II) 

?% mHvrfsw: i 

2. Kfalavakal.Uka-malavairl (70b-73) 

(f) Mahvakai.Hka 

Matavakaisika is derived 1 from kaisiki jiiti , Ims j«V/Vj for its initial, 
fundamental and the final notes, and takes weak tlhaivata a d kakaik its 
murcchami is sadja. it (is embellished by) prasanm nuuthya a fork ora* in the 
ascending varna and is employed 3 in the sentiments of valour, 4 wrath,® 
bewilderment* and love in separation, 7 and is sung in the Inst quarter of 
the day in winter to the endearment of Vismi." (70d 73a) 

M ir. ‘horn' 

’Pattern of lonal phrases. 

Til. ‘should he eniployyd' 

4 1 Vrrt of Hie lext. 

*Rw1rn of the test. 

‘Atihuia of the test. 

T Vipratamhha os the test. 

*Kt<v/ira is a name for Vi?mi for Krfnn) 
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Xkslptikd : 


L 

sA 

stl 

pA 

pa 

t* 2 ' 1 

mrl 

g* 

pa 


Can 


</rd 


hint 

ra 

prim 


2. 

dhfi 

n! 

pa 

|>A 

dha 

ni 

ga 



ha 

ra 

ni 

la 

Ann 


(ha 


3. 

sA 

pA 

s ti 

Sll 

rA 

ni 

pa 

nt 


ma 

hi 

ra 

h 





4. 

n 

dhA 

sa-ni 

Sfi 

sa 

sa 

sa 

sa 


tri 

pu 

ra 

An 

rnm 




5. 

pa 

nl 

H 

pa 

ni 

rt 

rt 

sa-nl 


mr 

Rim 


ka 

tta 

va 

nam 


6. 

pa 

nl 

ri 

puma 

rl 

B 2 ’ 1 

r\ 

sa-nl 


X* 

ri 

ni 

ia 

rnm 




7. 

sA 

sa 

pa 

pa 

nt 

nl 

pn-inn 

nl 


nr? 

ma 

ia 

so 

di 

rtf/7 

t fa 


H. 

sA 

sA 

s/i 

ssi 

s A 

sa 

St 

sit 


naA 


HO 

ha 

rani 





The purport of the song is as under : 

Bow down ever to the destroyer of cuptd’s body (Lord Siva) who has the 
moon for his decoration, whose throat is blue with poison, who has a snake 
for his bracelet, the vanquisher of fl he three towns of Tripura sura, the fawn¬ 
eyed dweller of the mountain (Himfdnya). 

Thus ends maiavakaiUka. 

(ii) 

(ii) Malavairl 

Ma!ava&rl % which is derived from it has equipoised 1 notes and the high 

l Samas¥araAM» the one having equipoised notes. ‘K* defines uvnnsvarotn as the 
absence of profusion or rarity Outhima and a/pafra) of notes, rims even though 
is the fundamental note, it will nolc he profusely used and the absence of its profusion 
as such, contrary to the general rule, will not mu its beauty ‘S' gives an alternative 
interpretation as welt. He says, tamairitmtA means that alt the notes employed should 
belo tg to one register. 
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or low' ft ,«//,» as its fundamental 
(73b—73d), 


TJic Discernment of Rfiga* 
note and also Hujja as its final note.* 


3. 1T71-:ftf?TT-er^Tsr: 

(i) 1F77: 

?>Tmi»wcii*TmTwq*nTRHg?T: hwvh 
qnnTTfcqnroi: I 

ITPqpftq tRffr^: Iivami 

WKfjnr: 

rn HI7> Hhn tframt *twt rnTtat «it Tit wtiiftirmt *rrai*TT7t 
*tt7ptTw fftimiT: i 

*T*rfriT q* tot ifq tto aft *rt *rt q<mft w»rq*r wmft ninmt- 
f7*n>Tt*r}—$ft jf.Tnxrf I 

«t*4t mft mft qt nt7> mil 

sft iiftn i 

?. *rt qf of qf qr or q* q T 

7 5 *i * T fa TT 

m nf qf qf 7ft T*f qf 7 > 

* * W ft q fa qf 

of sff it qf nr faq tn »t 

7 w »q qq q 

y. m m m qf qf qf qf 

• « * i 


ranec of e I .„ | C °" C , f "’ C *»»'• »»0 *>*c l«,w wl.ich in.lica.es the 

fun.la.ne.,!. . Z J t\ T ''* " OU0 ,ha ' ** ■!» «n«lers.anU, f oJ h ,„ bci , 8 
not to be used. ‘ ‘ * °" h ° ° thCr han<1, ,huiks iUf " thh Mk**** middle W/a « 

.-.. may be infcrrc.l fiom Ihe P a.en( r* Ka vi i.nMw 
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r . mr 7t *tt m m qr in m 

q w fa v sft ft 

V 7*\ m it qt qt qf qf *tt 

tl V 1 1 ( fil FT 

is. qf qt q*t qt nt Tit nt »it 

fa q n 17 i it 

c. ITT 7t 7t ITT qf qt qt qt 

SFOT fafcW TT I 

(fra qisi??fa qarnfaqr) 
(7gq*»7nfaqq71'iqfanVq=nqqq77qqqq ' 
qwrqsffqtfTTTTiq^fiqfm n'n'ftqfafj «i) 

ffa 1177: i 

3. Satfava, todl bang a fa 74*78 
(i) S8 day a 

Arising 1 from a modification 51 of mudhyamfi ( JtiO), ffltfava* has weak 
gdndhfira and paftcama % madhyama as its finnl and the fundamental note, 
and high madhyama for its initial note : it takes kdkali and antara\ has 
madhyma as the commencing note or its miircchand t is embellished by 
prasannanta in the descending vartta , and is employed in the prelude high¬ 
lighting mirth* and conjugal love" in the first quarter of the day and is dear 
to Venus 0 . (J4-76c). 

MJt. 'arisen* 

•That is, not from its fW#/A*?-variety. Madhyam* has one iuddhn (pure) forni and 2J 
modified forms. Tims is derived Ironi one of these mollified forms. 

•‘S’ interprets that jMmi is devoid of g*i and rw, lie further quoies Matftga explain¬ 
ing why this raga is called ^<Avrw-(lil having six or being among the six)-**Because it ts 
the chief among the six raga-s. It cannot literally be lakou as hexaionic, since it employs 
alt the seven notes. True, but how then is it in lie considered the chief among the six 
ragfi s ? Because it has been laid down thy Nhniatn) thill ftidova should t»e used in the 
prelude.** (Matnga as quotc<) by *S* in his continentaly on the above »e*t ) 
of ihe text. 

9 irAgAra of the text. 

\ff#Arrt is said to be the preceptor of the demons lowta-f) 
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A\iptikri : 


1. 

mil 

mA 

dhA 

dhA 

si 

dha 

nt 

pa 


Pr 

thu 

Jiom 


<fa 


U 

ta 

2. 

dhi 

nt 

mA 

mA 

mA 

rt 

ma 

rl 


ma 

da 

fa 

la 

ma 

ti 

sau 


X 

cl It A 

nt 

8l\ 

sA 


rlpn 

dba 

dha 


rn 

bha 

la 


gna 



pa 

4. 

si 

dim 

si 

mn-gn 

vnh 

mA 

mA 

mA 


da 

s a 

mil 


ham 




5. 

ma* 

^ r! 

g* 

nta 

ml 

ml 

pa *mn 

ga 


mi/ 

kha 

min 


(fra 

ni 


la 

6. 

rl 

** 

sA 

sA 

ma 

mi 

in A 

m A 


ia 

ka 

hi 


rbhtl 

V 


ta 

7. 

nl 

dhA 

nt 

dhA 

sA 

sA 

sA 

sA 


mi 

r a 


na 

pa 

le 



K. 


rt 

n 


niA 

m A 

ma 

mA 



rja 

va 

m 






The purport of the song is a* under : 

Victory he unto Gannpati*s face which looks beautiful with precious 
stones ( Nflamani) In the form of the swarms of bees hovering around it, 
attracted by the aroma of the rut oozing out'of his broad temple. 

Thus ends ffidava. 

(ii) 

qifaqrT qiraf^qr n»oi 

(qeqqisTqjpqiqT natTT qroiqyqqT \ 

qtorqrn qnrqrom iiqqnfrqi 
sfq qhit i 

(ii) Tmh (todiko) 

7b(/f, which is derived from it. has matlhyama for its fundamental, initial 
ami the final note : it employs high fadfa and a shakeful paiicama, while 
the other notes in it arc equipoised 1 . It has a low ^dmifuira and creates 
gladness. (76 d-77). 

•'Hint i\ nuitifnama hcin|i I lie fundamental note. in. imoiiuU *mu t»v *K\ ha* to he 
used piofmrly. while oilier note* arc of e«|i»al sue** 



(iii) 

(qiwiitq q?[f5i»mqqCTrq: i 

sr?r*V msull) 

?fq HffW: l 

(iii) Rangdla 

Ran gala too is (derived) from It has dmadhyama for its initial, 

fundamental and the final note and should be employed for (creating) joy 
as declared by Sarrtgadeva. 1 (7H) 

V. VM: 

(i) fVr-^*r«rsr: 

q**1:0 ^qqqi qiqi fawfqqql fTqtfaqq: i 
titnviO -jffTnmnT >jq: nvs^n 

qqflrqqifqT: qq?qt»qfqqfqq:» 

ticoii 

ftq»?i qq*! qtfc qlq?*l qqmq%» 
qrqqVr>?q% i|q|, 

(ii) : 

llc^U 

ijlvit qiqit frqqqq: qiqqmt qq*q*; \ 

qt qt qrq qt qt qt qqq qqt »n faqqqqqi qq qq qq q| qt 
q|j inil <1 qqf qi qt qfqq qt nifq nfa qfqqiMT I qtqnt qi q 
ij ii ii m ii <i qqr Milq qq qqiqtqt i qfaqT qi qrqm mq? 
-^fqiqiq: l 

ot uni qrqq qq qi qi i qqq qai at qlqq qmiqr qt qr qq 
qq qqt qf q? qq qq qqt qi qqqq qr qr afa qq amt qr qT i 
qq qt qt qq qq *iqr wra Tqq qq a? qiqi ?fq anal i 

(. n qi q it ai <n qi nr 
q q q T q 


•l.il. I tic SOU of S«M|ttill;i. 
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v. m 

hi 

HI 

H> 

Hi 

at 

at 

Ht 

h 



3 

T 



ai 

3 * hi 

hi 

HI 

HI 
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Ht 

Ht 
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— gymfafawH i 

(fm mX i ffrw TXTT>3Rl) 

fasspT? i 

g%fx?T 3*15 ll) 

jff? » 

4. Bhinna 5 <?<//<i -bhairava (79*82b) 

(i) RMmuifadja 

Porn of sadjodiryav' (jdti), bhinnafadja is devoid of rsabha and paftcama, 
has dhaivttta ns its fundamental and initial note and madhyama for its final 
note : it takes uttardyatd 1 and is embellished by prasannantaP as beautified 
in the circulatory (salicari) varna and employes kdkali and antara. Having 
Brahma for its presiding deity, it is sung on the occassions of universal 

'.SW/nf/fYnmi// of die lext, 

*The (hint rndrcchatul of Su firanm which commence* with tlhaivuta. 
art I 


Section 2 TjV 

festivity in the first quarter of the day in tvintei to (express) terror 1 and 
disgust; 1 (79-8 Ic) 

Akfiptika 


1. 

Dha 

dha 

dha 

nt 

dha 

pA 

ni A 
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Ca 

la 


tta 

ran 



ka 

2. 

gfl 

gA 

mit 

nl 

dll A 

dll A 

dhA 

nl 


bhah 




ram 



a 

3. 

dhA 

pa 

ml 

g* 

sa 

g” 

sa 

dha 


ne 



ka 

re 



nu 

4. 

dha 

dha 

nt 


m A 

ma 

ma 

niA 
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ja 

ram 



su 

5. 

ma 

nt 

dha 

ni 

sA 

sA 

£ 

sa 

sA 


rd 



su 

raih 



su 

6. 

nt 

gA 

in 

nt 

dh A 

dha 

dha 

nl 


se 



rf 

1am 



pu 

7. 

dha 

pa 

ma 

g* 


g» 

ma 

dha 


fid 



f« 

id 


hna 


8. 

dha 

dha 

nt 

g» 

ma 

ma 

ma 

m«1 


vl 



ja 

lam 





The purport of the song is ns under : 

!*t the water of the Ganges, tremulous with the moving waves, lawny 
with the innunmerable particles of pollen ami partaken of by gods ns well 
as demons, purify with its drops. 

Thus ends hhinnasadpi, 

(i) Bhairava 

Bhairava, which is derived from it, has dhaivaUt for its fundaincntal note, 
and madhyama for its final note, it is devoid of rsahha and pailcama, and 
with equipoised notes, it is (sung in) a prayer. (8ld-82b) 

v % . fur^qsMpr: 

(i) hF^rrs^ir: 

(TcqiTTT^ftOsnr^: nsrmt fawnsro m^n 

% BhoyAnaka of die lot. 

*flfhhofui of the lex 1. 
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Ollfjhf: qsomm: i 

S5TCF0T SffiW: nmtn PrnPNmmq^Fr: its 3 It 
smman a*mfVm*r: srtfsfiniV rft \ 

iicvn 

JrTOSr?ft f>q>, 

m TI firm jfhn mnl mqr qt m qr qr qq qq qq qqq inn in 
nt nt nt iw qrar qiqtaranaql (qqq) in nr nr nr qt (qqq) 
nrorrTantqr nt qqt qqf P? (qqq) m Pm nm qp» nr nr m n? qr 
m—smmiq: i 

(qqqqqq) m nr fV (q^qq) nPni qq qqPi (nnn) nr nq qtft 
qnn qfV nft Promt qr nrm nr qr (awn) (atqq) Pc urn nn nm 
nr (ana) nn mft ant (qqq) nnr flft Pmr (ami) ant nw nor 
nm mm nr rnnft m (qsqq) n> m qi mm ni nr m—sPr nrnft i 
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c. qt ni an aPr ar nr mm 
dt a a z 
— w m fa fam i 

(nn nmtf^n qqqtmn) 
(fimfwrrswnTOtfTnnnTnamPmnnnnnn i 
mtfnnPrrmn q'jftqfoqpqqqtqmrq ii) 

?fa ftpaowra: i 


5. tthlnruipaiicanta varufi (K2c KM>) 

(i) fihlnnapahcama : 

Produced by maiUtyam 1 and pafianni jati -.» together. hhinnnpaftcama ha* 
Mm/a for its initial and the fundamental note and paftcama for its Anal 
note ; it takes the mflrcchant) called pannu’i, 1 and k<)futh or some times 
(standard) niiftda' in its place, and is embellished by prasannddi * in the 
circulatory (xaflcdri ) vartm . Dear to Viimi 1 , it is sung for (expressing) 
terror 6 and disgust 6 at the time of the stage manager's entrance in the 
first quarter of a summer day. 82c K5n) 

Akflptika : 


i. 

dhil 

ma 

dha*pa 

dha 

dh;l 

tlliani 

dhapa 

ma 


Vi 

nm 

la 

\a 

V; 

khan 


<fa 
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3. 

ma 

n 
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si ha 

dha- 

pa dha 
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ma 


mn 

ma 

ra 

W 

na 

na 

mi 

la 

4, 

ni 

dli a 

pa>dha 

dlia-m 

dha 

dhii 

dha 

dha 


ma 

bha 

va 

bha 

yam 





The ninth mrfrrr/lwruf of ma -gr*bna which cimioifmvs with dhaivata, 

•'K* explains the alternative use of these turn notes which in not permissible. He nays, 
"kAkali is to he used in the tow ami the middle tftfisteis, hut not in Hie high ; localise 
in ttin gnlnta standard niMa it the highest note. So <uJtfha nitada has to he taken in 
the tdta (high) mptaka (heptad)**. 

*An rr/iiihAdro. 

*£attri is a name of Vifnu (or Krpia). 

% Hhoyrinuka of the test. 

•fUhhalUi of the test. 
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5. 
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ilhmt 


(a 

jo 

fatn 





The purport of the song is as under : 

Obeisance to the Lord of the three worlds (Siva), whose locks of hair 
arc washed by the waters of the Ganges, who bears the spotless (shining) 
arc of the moon, who is worshipped by the hordes or Gods, and is the 
destroyer of fear (of becoming). 

Thus ends bhimapancama. 

(•i) srenft 

Witi H^<(i i 

own *w»t m?«w<n 

mfcTCWTT fat Snr^pfUfTT i 

?fer qn?l i 

(ii) Varafi 

Vtirtifi, wliicli is horn of it, has dhahata as its fundamental note, farffa 
for its initial and the final note, a low madhyamu and a high dhahata and 
is equipoised with regard lo other notes. It is sung in (the context of con¬ 
jugal love as understood by Sarrtgadevn. (85c-86b). 

(i) TSiW'nST: 

qeqqqTqqqsql £3?qTtvf«rafcg«r: 
ftwnqhrotr: qqrfq m?fi: qs^qqisq: i 
fqqqfCTqjqlqilsfq qrqlqqqqTfarq: newt 
fmqfqq: t 
fqgsq* • IHQH 


Section 2 


75 



ftfWwrfr qrql TWlfr fqfVRrfy qqmrq 8mm mimim 
qfr »m 88 88 qqqq mpmn qRrRr qfy qq Re qqq qtj 
faq qfqqqfqqw (q»qq) fqqt qfq qqi riff frqif)q mqrq m*m 
qrq *n nq qq qq qq qq qlfq qmqiqqTq mqtfWr* qfrn qqqq 
frfqq qfqq nfqqTq (qs^q) fqqrqtrlfV R-q qt qf qq)t) rlfrqlRc 
MHimq qRc qqi qrnflRc qqi qtqr s?qrmq: i 

Ttaiqiq qmft (s^qq; RqwqRft fqqq qrqqi niqmr qtfVd 
imfl qqifwi (qqq) «(qqr (qsqq) qqi (qyqq) qqi qqi (s$qq) 
ft qxqiql qiwftqiRc (qcqq) Rr (qqq) qqi qRc f?qro qiqqm- 
^rt -?fq mvm \ 
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—g qnfa fiqqsi i 
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m<W<*M«WITfa TOm^JTTJT^fiRR^qi? It) v 

-_ * if* > 

'M 

6. Paftcamafddava-gurjari * j 

(i) rnwromnwi</ava : 

Related to madhyama-grama, arisen from dhaivati ami drpihht (y./f/-.i), 
having r sabha for its final, fundamental ami the initial notes with madhvama 
also being sometimes 1 used as the final (notch padcamasddava is beautified 
by kdkali even though set in kabpanatd. t L-mhellixhcd by prasawidjyanfd *.*] 
in the ascending varna and dear to l ord Siva, it is employed in (the t 
pression of) valour, 4 wrath/ 1 bewilderment' 1 and in female comics. 7 (Roc—fiS) , 

Akyiptikd : 
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' ‘ ■ mfr.'-s 1 


*‘K* quotes MaiaAga white explaining the aI let »•;» live use of nuulhyama ns the final 
note. who says, **As il is in vogue, when nu*lh\*$m*t is employed ns ihc fundamental, it • 
also selves for the final "(Malang* as quoted h\ ’S*i. In oilier words, normally when 
rfuhha is (he fundamental note it also serves ns (he final. 

•A«i/i*/vinf»i frf (vi rtiti pa Jha ni tj is ihc Itiiid tttu*tu'hatul of nut franta and its high 
range oughi to be limited to (tic standard nn i la. So, 'K‘ esptains that k&kati is to be 
used in the low and the middle hepiads only, amt standard m>d,/u in (he high heptad, 
though rdga pervades the three registers 

■An atathkilrU. 

1 1 irtt of the text. 

* Rattdra or the text. 

'Atihhuta of the text. 

1 Niirt hJ<ya of the text 
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Il’pThe purport of the 

song is as under : 





I simply take refuge unto the invincible conqueror of the demons, who 
i* mereiful. whose pair of tender spotless lotus feet is worshiped by ail the 
^gods, and who is best among the pn<ls. 

..Thus ends paRcamafddava. 



*u*ar frqRtsu nneann; i 
ftqm frqqfaqsT mWm nm nctu 

| 

^ (ii) Gurjari : 

Born of it, gur/arf 1 lias madhyama for its final note, rfabha for its initial 
j£ and the fundamental note, middle madhvama, high fsahha and a profusion 
' of rtahha and dhaivaia. It is accepted to be employed with shakes 7 in 
t erotics. ? (89) 


10 ) *** 


n)? =T.)qif;q- 

qSJTO’.qqm *jn?> qq?qi q??qq 5 qq : l 
ns: flhrafFum: sns^qqiicxifcra: us on 
qqwmmfar<rcq?x?iqtTt qra*u?q: i 
qj| wru qqf»j qyrVs^rq uftqit iu?n 
faq-ni^ i 

hit) mm nn qq nnW) *m mn faq qq qrKt 

fbrmnrqr mqq qqfqqnmrmfT n»n nnfa nn mm qqqqnm- 
• rnffrnqiqqnqroq »WT qn qq faqtqq qqfqqfVqfTfVfT fa q qqqqr ) 
^•{Xxt*ifTqriTqqqmiqtVqqiqOT fqmm ririnqqqqq nqqMfaqq mu- 


t Gurjnrik rf of the text. 

•Plural is inferred from the pint pailiciplc UtUtttA' Also sec note 7 on verse 131 of 
Ihh chapter. 

•SfMgdrn of the text. 


BXBT 
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hihhihhi HfrHm HHfn h i HiHimuHiHHitHHitH hihhi vfiimww- 
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«• *it m m sft m m m ht 

* *r if i? x 

~?Wrfaftl7rr i 

(<f3 q^tftsT^T) 

(rj^l^ft^rftnwTuf ^ T ^$rjWfft<r*r*5*n i 

SrftnTTHftTUTft^fVrpI* *T*T , rft*T3riTnTH ||) 

(f%W: i) 

7. Tokka-gau(fa and KotahaUi (90 9.1h) 

(*) Jokka: 

Produced by faJja-madhyama and dhalraii [ jati-s), with a weak paiicamo, 
/°. a ^ ,as $ Q <f} a for its fundamental, initial and final notes, and is bestowed 
with kakatt and antara. Graced with praxanmintu 1 in the circulatory (satlctlri) 
iotim, it is set in the first 2 murrrhanu, and is employed in (the expression 
° ) valour, 3 wrath 4 and bewilderment* as fdcpicted) by a Kittle hero,® It is 
sung in the last quarter of the day during the rains to the propitiation of 
Lord Siva. 7 (90 -92b). 
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•An ataAktira. 

**S interprets it to be the uttomnmmlrA. nhviotislv because the initial note etc. being 
it should commence with ,W/ir 
% Vira of the text. 

4 Raudm of flie lest. 

'Adbhuta of the lest. 

*Yuddhn-vha of the test. Valour is conceived to I* of three types (observes *K*>, 
characterising three types of heroes vi*, d<ina-rit<t. thvA-vfra mid vuddha-vira, it. 
valiant in generosity, valiant in compassion mid valiant in warfare. 

'Fmfra is a name of I.ord $ivn. 
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rCX>" rss - '—• tock * ^ 

hair art Wiled with the rnyi of the arc of the moon. 

Thus ends fakka. 


(ii) «ft»: 


RteFtTff fqwnRRHto w- »« M 

tfq *fW: » 


the fundamental notes, and it is devout <* pficama. (92 cd). 

(iii) qifRTSR: . ^ „ , 

SRRRtRR : fRT*- RtfRIiTRteWRJ ' 

RftRTflR: I 

*.« <•<.«| >< <**• «• •» 
but all the notes are in the high (register). (9. ah) 

c. fjFRtR-RR’R'- 


(i) 


fjpqfRRrt frR?qRR: nWW**^« 
anftf^fR RR^qro wswiTwnj^q: 
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RRRR'fRfRqf Jltft *f> ^a^rt»?) i 
wftjilrtga RRtfeqiTReRR: it^x'i 
rrW ftO»q^qa«q>, 

R i R>» R R tRTRRTRRiRq*f nmwmi RtRiRTqq’fq'fqf RtqqRTRq'fRT i 

RRtRiRtRRrqqfRq'fRq'fRRt t nnrmntni RRRRRfq rrt- 

qqfqqf RRRRRiRRRfqntR'RtRRt Riqqfm RqfRRtRqiRq*fR*ft Rfq rrt 
R fq nmnft rt mrnim rri nni qfqqfq fqqtqqnTni t rrrrrrrr- 
fqfq RpTRRT RRTRfqRT t RtRRRq'fqqf RTRt RR HR RR RRRR 

twww rrtrtri RRRRqlR? RtRRRRtRRRqiqq*f fqRfq rr t q^n 

RTRTRRT RTRql Rl I Rfq RRT RRIRql RIRIRRRq'fRq't R t fq 
RRqV RT RT RTRTRRTRqf RfRRqWRqqRI RRTRR RRqqql RIRRR RT I 
rrrrrrrt t rrrIr RRfqfqRRiRtqq'f Rtniqqqq) Rq*f rt (rrr) 
rrt i RTRiqf Rtqrqqql qfqqrqqV RtniRiRfq qq*f qrq rrtrr rrrr- 
R?ftRsft RRf rrrrtrirrI t rr*> rrrr rrt rr RRifqqfqqq'f RRRR- 
RfRT I RRRR RIRfRR fqfq RRRR RRRqffqRR I RTRRRR’ffq RRRI- 
RRRqf RqfqqqiqqRTqnmqqlqTqq) rriror) nq'rnq'InRiqV qrntlq- 
RTRRRRTRRRRfq Rt (RRR) RRRRRR I RRTRRR RRq'l RTRTRR fqfq- 
nm I RRRI (RTTOTT) Rl (R*RR) Rqfqfq RTRR qqqf RqfRT (rrr) 
RRRRRRRRT RR Rt I fqfl RRtqf RRTRRRT RRRRRRRRRRR RTRT- 
Rfq RRTRRrqqf RTRTRRrRfqRq'f'R ( rs^r ) rrPr qfq qrqfq RRfq 
RRRiRqfqqqfRRqiqqf r'rr t qqqfqfafq RRRfqfqfq rr t rirrr 
RRRRRRRRR fqRR fsiRRlRTRIRfR* RtRIRRRRRRRqfqf RT—fTRT- 
RTR: 1 

RRTRRRIRT (RyRR) (TOR) RRTRRTRq'ffqRtfq RRRRRRRRfRt- 
Rt (RRr) RRRTRR RWRR (qs'RR) Rtfqfq RfqRf Rl fqfqfq 
RTRTRfqqtRTfqRRiq'f \ RtRtRfRqfq RR* fqRRRRR RqfqqRR fqRfq 
fqRqffRRtqfRR R RRRRRt RlR (RYR ) RRRRRRR I RtfqRfqRT I RTRt 
(rsrr) ftmfqfq Rfq rrt t rr fqRRq’f RtRiqq*f t qfq RtRRfq Rfq 
RRRR RRRRRf I R>RR fqRfqR RRRR RRRfRTR RfRRR RR RTRR 
RRRiqfRtRt (RR 5 t) RRRR RRtRRRtRRRlRRRRR RrqRqfRTRRTRRt- 
RTRRRRRTRR (RRR) RRRR RRlRfqfq RqfRRRRRRRfqRTRT -?fq 

RT7RR t 

* 

‘Adyii nil)., nf) i 

f.a I 
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8. Hindola - Vasanta 93C-V6 


(i) Hindola 

Derived from Jaffa named after the svaro-s 1 (notes) excepting dhalvati 
and arsbhhK devoid of tsahha and dhalvata , and having fadja for its final, 
initial and fundamental notes, hindola* is set in the murchhand called 
suddha- 11 ladhyo* with prasannodi in the ascending varna. Served by kdkall w 
it is to be sung for (depicting) the sentiments of valour, 4 wrath 5 and bewil- 

'Tlie seven (tuUHtu jdti-s bear ihe names of seven notes. 1( seems, therefore, that the 
rest of the five iwitlha jdti-x are meant. However, 'S’ thinks that vikjfd (modified) jdti-s 
such as fatjja-kaidiki bearing the names of the notes in part arc also to he included. 

*/titufohka of the text. 

■The fcuilh tuui trhanfi of the ma-grdmn that commences with fffflfi. 

•IVm of the text. 

'Riuutro of the text. 



derment 1 in the fourth quarter of the day in the spring season. It is 
employed in the context of the enjoyment of erotic love* to the endearment 
of cupid.* (93c-96a) 

Aktfptika : 
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The purport of the song is as under: 

I bow down to Siva who has satisfied the wishes (lit. the mind swans) 
of alt the people who have taken refuge in him, and who, accompanied by 
his consort, is the destroyer of the body of the cupid. 

Thus ends hindola. 

(ii) 


(ii) Vasanta 

Vasanta , which is derived from it, bears all the same characteristic fea¬ 
tures (of hindola ), but is complete. 4 It is also called as deiihindola. (96 bed) 

1 Idbhhuta of the text. 

\Samhhoga (lit. copulation) is a technical sub-division of conjugal love (.Sftigdra). 

M il. one who has a tag with a fish on it. 

M hat is, it takes alt the seven notes and (his is what distinguishes it from himtafo. 
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Si 

c. qt qi qt qt qi qi qt qt 

q q 

—*?mfi»fqwq i 

(qq qwwitq qqqtqqr) 

(qt^rrqfqqtFq qiqrqqqfqq •qqiqtqq i 
qOT qq q^»q' qtfq?qq?qq «r?l’ It) 

ytq q q qfayqcq q : 

9. Suddhakaiilkamadhyama-dhanniisi : (97-IOOh) 

(/) §uddhakaifikamadhayma : 

Produced by jad/amadhyama and kai.iiki (Jiiti-s), devoid of rwbhti and 
pad ca nut, having high ,W/a for its fundamental and initial note, and 
madhyama as its final note, suddha-kaiiikamadhvama lias prasanrulnta 1 in 
the descending varna; set in the first ttwrethand, it has weak gandtulra* and 
takes kfikaif. Dear to the moon, it is employed } in the sentiments of valour 3 , 
wrath 4 and bewilderment 3 in the first quarter (of the day) in the denoun- 
ment 6 . <97-99b). 

Jfkflptikd ; 
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'An afaAk ftnt. 

'tthavrf, lit. incans ‘may he come’. 

1 Vfra of ilie test. 
x Raudro of the text. 

'Adbhutit of the test. 

'Nirtahmn is the name «f il.r l.iM ,.f it.r five vnKi , i e. il, c ,mitn„„| suh-divkinm 
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1 lie purport of the song is as under : 

Ohvcsnncc to Him who is represented by the symbol of Omkara , is 
adorned by three mntni-s, is indivisible, is the best bestower of blissful 
blessings, is the Beloved and is worshipped by Govinda. 

Thus ends suddhakaisikamadhyama, 

(ii) nmrql 

rTTSTI q*??f??nt| qqSTORtmqrqqKnqT 11**11 
frnfnra? n«rrpn ^ qft qfr; ngnqft i 
*fq qmrcrt i 

(ii) Phannasi 

Phanntisi. which is born of it, has }adja for its initial and the fundametal 
note, and nutdhyama for its final note* Devoid of r?abba, it has a weak 
gondhura and paftcama and is employed in (the expression) of valour 1 by 
the wise (99c-100b) 

9o. *n«jq-^9lt 

(i) 

qqmnii ^nyqt qcnqrnfqnt^n: n^ooii 
frnHiqf qsqqrm: nq^qramqfnq: i 
q*4|fqrfJO^ U?o»1I 

ffqqtfrq qn? qim w m nm n nn q «?n q qqq? qtf «fr*n 
«r(TiTf«rrt fr fqfqnw (nsqq) nnfq nfq q qqfq nwnqfq fqfqrtrt Ft 
qqt Prfni (m»nrr) rrfrft i fqfqrrfqfrrrqqTqin mm (mm?) 

1 Vim of the lest 


Section 2 

i?qm? qnmfrfr qrqqrn nfr fr niqnqmfr fr fqfq mqf mrt qq?m 
-5?«n?nq: \ 

fr (nsnq) fr fqm (nsqq) fq*? «?? (q«nq) qnrt (^q) ft 
mqr (mm?) !?l ql q? q) rt q?fq fr (m?n) ftriqqfqqfq 
(qsqq) qfq qt ;'qeqq) q (qsqq) nnn qqt fq fnqfr frn frq 
qifrrr qxqt qt (m*nr) fr nr nr»t qrqt fq fr nqqmr fn fr qnrV 
qqnfr qfq (^nq) fr rt frnr (q«qn) »? qqT nr (n»qq) qt qt rt 
rt nrqr q*? qq qqq q f) ft qt qt qn (ns*) q (n*qq) qrq qq qq 
qrqqfr mn qq qtrt fr qnqt fqfq qirfr qq qrt fr qrrqt nqq qq 
qrt ft I frff fq fqqq qfrqq nfrfr qt qrq fqqr \ qq qfq nT q?q 
q? I qqqt fq qqt fq q fr fr qfr qt frfr q fq fq fr qi fr qff fr ff 
qrfr qqt fqff qifr qqt fq fr fq fqq nq qq qrt nn nm fqfr qq- 

mff mqt fqq mmm ?fq n?rqq i 

> 

(nr?q) fr qqr (qmq) qt rf fq nrnfq nmrq qrnm qr fq nTq fq 
rt fr m nf r nfq q fq fr q fq fr rt rt fr fr fq mqf ff ff ff fr 
fr qrat q?q? qtff rt rt qq? qtfrq fqnqfq qm fqqr fr r n fqqqq- 
fq nqqn q qffff qqnfq qqqfq fr qq? q qqfr qq qr qr qf qt qi 
q q nt qf qf qf n nf i nq nq t q nru qnqrt rt qtrtnrqfrnq 
ffqqt qf (qcqq) qr m rt rt q q fr fr qiqt fq fq q qfr fr fq fq 
fq q qq qqt fq fq q q fr qqt fq qqq fr qfr fq qqq qfr q qfr 
fq qfq q? qfq qf? qqr qfr q qfr qr qrft w qt fr qqrqrqi-^fq 
fffqtqnrrm? i 

rtff (qqq) q rt rt qq qrqrqn l q qqrq qq qqt qq qn qq 
qq rt frq rtq (q»:qq) q (qimir) q (qrqq) rt fqq qfq (n^qq) 
qnqqfq (qrqq) qqfq nfq n? nnfq fq n qt fq fr fr qqt r fq fr 
m qqt fq fq fq fr fr fq fq fr fr fr fr fr fr qq (q*m?) (nirntr) 
qqnm (qeqq) q qq qq fr qq qq qq qrtrt i fr fr qqq *? qfr 
m?n fr fr f? fq qqfq fq qqfr fr n n qqqqqi qi qi sfq qqfq 
nrrqq i 

qt in m nr qt qt qt qt 

q T, 31 fq 3? q q 

’Atlynr eilu. y.f) , 



The Discernment of Rnga*s 


88 


*• 

HT 

h! 

HI 

Hi 

ft 

fi 

ni 

ni 


*ii 


5 

ft 

an 


H 

H 

* 

3- 

HI 

nr 

Hi 

fi 

HT 

HT 

Hi 

ni 


ai 




qi 


H 

H 

t. 

HI 

r\ 

HI 

HT 

ni 

HT 

Hi 

ni 


3T> 


s 

ft 

3TT 




X- 

Hi 

Hi 

ni 

ni 

HT 

HT 

ni 

HT 


H 

3T 

H 

ftr 

HT 


fH 

ni 

V 

HI 

HI 

HT 

fi 

HT 

fi 

HT 

ni 


T 


H*g 

h 

3T 



H 

V9. 

HI 

HI 

fi 

ni 

HT 

Hi 

HT 

Hi 


wv 


fi 


H 

ft 

H 

fa 

c. 

nr 

Hi 

HT 

HH 

HT 

HT 

HT 

HT 


HT 


H 

ftl 

an 





—*?mfwfawfT t 

*TT**t>*» q^SRT) 

(g*Hpn3T9*r , ntsfT»T touW •fhnTsftjfr^T i 

«T3T«lf*i ! TTfa<»TlTX'X3 3T*^ *Tfj?flf%3riTfiW II) 

sfa fcfya:» 

10. Reva^uptaulesl : (l 00c-103b) 

(i) Revagupta 

Rcviigupla springs from madhyamil and arfabhi (jtili-s) in (he fadja-grama 
wilh fsahha as ils initial and the fundamental note and madhyama as its final 
note, it is embellished by pramnnadyiMta' and is employed by the profi¬ 
cient in the cdrimandald 1 formation or valiant heroes on the battle-field for 

'An ultmktU o 

■*S* Iuk observed (vide tiK cunimeuUiry on mtrht f>?V -A* b ante) lluil the author 
deals wnltilH* numdah-% in chapter VII. icfns to ciicnlar movement* in 

dance. 
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1 


(the expression of) the sentiments of valour, 1 wrath/ and bewilderment.* 
It is dear to Siva, the Lord of Parvatl. (100c-102b) 

Aksiptikli : 
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The purport of the song is as under : 

Protect us O I Gaurl, the devourer of Mahi$ftsura, appearing beautiful 
with the heavy hips, aod the slender body, bearing massive breasts and 
tAking delight in the intoxication of love, as it were. 

Thus ends revagt’pta. 

(ii) *9fV 

fTTSTT frfljrtwwnm *T5W*Tt|f5TfTT ll^o^U 
HPSTTXWT VOT »tW I 

■N. 

(ii) Dew 

Desl f which is derived from it, has rsabha for its initial, fundamental and 
final notes; it is devoid of p/iAmmo, takes a low gandhtlra, lias a profusion 


Mhrt of i lie text. 

* Hattih a of the lest, 

*AtlbUuut of the text. 






90 The Discernment of 

r»f mtulhrama, nisotla ami fadja anil is sung in (the context of) pathos 
(102c-103b) 11 I! 

l\. nFwtT T T^*m-^'nT» 5 iiT j. lji 

(i) trp-JTTT^’TJT: « 

nrniT^TWTpnirefainitnt^nTins^m: it f•>^it |||| 
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nnnn fnnnrnnfnnnnTnn nr nml Or nnr nn nn nnr nr nr nn 1| 
*m nmr (nnn) nrn n n n n nn nn nnim f\ nr nl n nnf nml *ft :J|| 
nn nr nn nr nn nn n fatrfann nnn nn i nr n nfa nnt nr nr |j| 
inr »m nn nnr nr nl nnf fa n nn fa nr? (nnn) n fn nr nt nn || 
nnn n i sfa «mcnn i J|| 

««mT—ntnrtf^ nn\ nnnfflntnT (n*mn) nmnrnn ntnrfa ’>M 
niFn nnfa nfa n nfn fan fannmnnmr nnrn nrn nnonn nr nrnrt p 
nfanfa nnrnnnnnmr—??nmin: i ;J| 


tmfVft nnfn fnnnnmin nnnnnnn nnnr nnnnnfn nnnfar nn 
nnrnnnfnntaT (nsnn) nr nnm nn fnnnm nnm nnnnnr nr nt 
nnnrnr sfa nrorn i 
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sroTfaffama i 


(nn nru^n nnnlsrnr) 

(fn^nn?intnr^ fannmf nnfn nr^nfnnnn i 

nnffjfafrn gnnfn gnfnfa nnn: nmfanlm(n)nil n) 
sfa nmnTnsnn: i sfa rmr^ifa i 

II. Ghidlt tra p tttcitmttulexiikhyfi : (Htfe-HHih) 

(i) Garidhtira-puilnmui 

Produced by #/7m//rfYrr nml nikfagfirhifitn f/,? tbs) frVulJvlntptVlcama has 
Xamlhara for its fundamental. initial nml llie final notes arul (is set in) the 
murcciumt} called firirituHtuV; it is (embellished) by itic aftinkora^ called pra - 
sannm.idhya in the circulatory (sanrori) vartui anil takes krikjlf. Dear to 
Rahu" it is (tised)in (the sentiments of) mirth 1 , womlci" ami pathos* 
(103-105b) 


t Hdritt,VvA in die second murrrhow] «f mu grdma amt commences wirlt v.huihdra 
*A paitcm of tonal ptuaxen 

in paursnic mvthnloRv. is llie name of :• .lemon ivlm was the son of Vipracitli 
and Simhika anil who deceitfully padm.k of nectar in I lie Boise n r „ „,„i |„ l( wa , w 
coRnhcd by llie Snn nml the mom. mi whose Mvest Vimm rut l.is ih.ont off. Rm having 
drunk the neeiar lie l.n.t become immoiml nml s« he wns Used in the stellar .vhererrom 
heiwnndii\slly oppresses ihr sun nml the m..nn hv enusim. eclipses. Aslionomicnllv 

RlU '" n " I' 1 ''. hf note 7 on veise '111 nroef... Ili)hii - s nssocinlion will. Kelt.) 

*/Muvi of die lexl . 

*Vivnaya of llie 

*Kantnn of l he leaf. 
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The purport of Ihc song « as under : 

Victory he to the Ganges that pours into the tawny oc s o * 

like the final oblation of milk in the well ignited fire for the removal (ofev.l). 
Thus ends ganJharnpaHeiima. 


(ii) *»n*WT 

tmwai ^fara*** m«X»» 


derived fmm it with a shaken f>amlMra, ***** is devoid of nabha 
and has for its initial, fundamental and final notes, with a low 

nluhlti and equipoised 1 notes (105c-106b) 


•Sanut has already been explained (see n.»«e 17 arnel. 



Now, from here onwards the author is going to characterise those rfigas 
among the deil rAgas that were contemporarily well known i.c.. popular 
in the author's time. Alongwith the characteristic features of such rflgas, 
tic is also to mention their progenitor grtima-raga and so on. However, in 
case of the derived ragas, he is mentioning only such of their features that 
distinguish them from their parent rAgas. It may he observed here that, though 
the author has declared to focus his attention mainly on the r/r.tf rvgas and 
incidentally on the grdma-ragas that give rise to them, in actual descrip¬ 
tion he characterises the latter in the first instance and then goes on to 
described the former as derived from them. This procedure enables him to 
economise on space, but incidentally at places its rationale becomes vague. 

The other features of such derived raga ~r have to be inferred from the 
nature of their parent ragas and are to be determined by the rule, “the unsaid 
may be inferred from elsewhere.* 1 For example, the ruga tnadhyamSdi is 
derived from the rftga madhyamagrdma and lias nu.dhyama for its initial 
and the fundamental note, as stated in the text, it will be observed that 
these features hnvc been explicitly given by the author because they differ 
from the corresponding details of the parent ruga, the rest of the features, 
however, since they arc similar, have not been stated in tbe text. Therefore, 
madhyamddi shares all other features with madhyatna grama except the 
initial and the fundamental notes. 

Furthermore, *K/ points out that %\%mQrcchan{i(xauvirl), even though taken 
in the descending varna (i.e. go, ri , sa, nl, dha, pa, nut), is not incompatible 
with prasannddi alankdra (mo wa ttto i.c. two low notes followed by a 
high one) following it. 

By. It definition, observes 4 K* (vide his commentary on 30 32 ante), “A/n- 
<fola is derived from fddji, gandharl ntadhyama, pafiemm ami naisCtdi; there¬ 
by it belongs to both the gnlma-x. Because ri and dha arc omitted from its 
no:e-series (tanas), its relation to madhyama-gnima is quite obvious. Thus, 
it is proper to consider it ns belonging to both 1 lie granta-s (ns stated in 
the first Section). But, however, according to the view in which dha should 
not be omitted, and pa instead should be omitted, is should belong to 
fadfa-grama only. If only rfabha is desired to be omitted, then too, since 
the four iruti-paftcama is available, it indicates its rehnion to ^adjd-grJtma. 
He funher supports this contention by quoting Mntarign ns well. 

'K f observes (cf. his commentary on suddha-kaiiika 30 32 ante.) 
§uddhakai.ttkantadhyama is said to have been produce ! by fadja-madhyama 
and kaitikl jut is which respectively belong to sa-gnwut and rna~grama . Thus 
it belongs to both the grtimas , whereas it has been previously stated ihat it 
is born of .w-grtfwa (of. II 1.8 ante). This obviously presents u contradic¬ 
tion/* And lie resolves the contradiction as follows : (“Matariga has 
observed that, “Since ri and pa are omitted in it, it is obviously related to 
sa-granta i.e in other words, paficatna cannot be eliminated in nwdltyama- 
grama* 9 (Matartga as quoted by *K*). lie elucidates it further when he 
points out that it 1ms been said, “The seven (murrehands) of fadja*grdma 
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being deprived of .r<? and pa t ga and «f, and ri and pa respectively from 
twenty-one pentatonic note-series.** (S. R. I. 4.29 c 30 b). So by the defi¬ 
nition of atuhtva. tuddha-tdtia (pure pentatonic note series), it has been 
demonstrated that the omission of ri and pa is related to $adfa-grama which 
will be discernible even in the absence of pancama that differentiates between 
the two gramas by the dint of the pentatonic note-series mentioned above. 
Well, if that be so, then how could it be said to be produced from kaiiikl 7 
It has been provided in the definition lhat .<uddha-kai\ika-madhyama is set 
in the first imlmhand, by which it is the Sanvfri of ma-grfinta and not the 
natsarikrt of the sagrama that is to be taken; for otherwise, the rule pertain¬ 
ing lo die high fadja being its initial and the fundmental note *cannot* be 
observed in practice, since it would be irregular to place a note used as the 
fundamental and the initial towards the end of the mitrcchand. Thus, even 
though pailrattia is omitted in it, due to the relation of (he range of high 
(pilch) its relationship to madhyama* grama is inferred, 'and on this basis, o* 
well as because it is ordained by Rharata, this rdga is accepted to be pro¬ 
duced also by kaiUkV* 

*K* points out (vide his commentary on ituldha-kaisika 30-32 ante) 
that “Pevagupta is derived from madhyanul and rfrfabhi in fadja-grdma. 
Here too, since the paflcama of revagupta is of four \ruti-s its relation to 
tadja-griana is obvious. Its relation to madhyama-grdma, however, is only 
with reference to the high pitch range. 

(vi> 

(i) ^nmT 

ypn pHVHqy si y g rmx n^o^n 

aPmafan r t 

hhi u \ ovan 

qraremp ft ht man* m awft hth aiHHfa Hmfa nnH f5f 
qvft mm hPt toxm at *tmt Hi *r i HfnHia Ht *rt nt Hi 
ami mnn ht h afr wft ami to to fa* mant H*mi 
HH ft faHTfa atfr nfa t amamaiHi - shithih: i 

»Cf MatnAg’s Mr. IV prose following verse 320 where he prescribes the nnfrrchana 
commencing with }a4ja t implying the fajfagttime thereby. 



gj?s Mkm 2 95 

ai 1,1 *>Bmn»rtn arfqqfqqfsmsrt faui vt i nqsft fan Prat 

fj.. 

lb sr ^ff*T*rr qimm mm i nqfa nfa fanr m t «fa 

|| sfanq mrwfanfa *nr nfam.yfa wssrq i 

’l < tffreimiT i 

J. (vi) Bhd$a*)ga-s and some source rdga-s : 106c-12* 

* I. Trarand and Hombakfil : 106c-108b 

% * 1 

' (jf) Travand 

b Travathl, a MtrlfrJ of hhimafadfa. hns n profusion of dhaivata, nifdda and 
!•' f&dM taken with n shake, 1 and dhaivata as iis fundamental, initial and the 
0 final notes; it is devoid of rfabha and patcanta. its gandhura nml madhvama 
ty ore doubled 2 , it lakes a low dhaivata and (is employed! in (the contest of) 
l victory. (106e-107) 

$ (ii) stafffer: 

f ?r?sn nbnftfa: frtsrr otw tqtfWtftwm i 

j: 

£ (ii) Dombakfti 

Derived from it, dambakrti hns fad fa for its fiindnmental note ; and 
| dhaivata for its final note; it is devoid of fabha and paHrama and (is em- 
^ ployed) in (the expression of) misery. (108 nb) 


(') 


«rtan»JT «T*nqT*fl> qq mfeyyfo : » 
mpw«nr1jp«rt snwr qnbnr: h $ o^n 
*ta: nrf?, 


1 Vnitaim is a variety «»f xanuiko (shekel wlihli will he tleall with in lt»c no» chapter. 
*f)rijrwni‘M lit. ilmiMerl fin pitch), is inteiptciH hv *K“ to ihr effect lhat gn amt ma 
(taken belonging to the midtile regiOerl n»e ilotihled in piltlt i,e ate toed in the high 
register, linn this rule incidentally lays down in the opeifihonal range of the high 
register which is limited lo madhyamn, since iMimim is initial note. So, according to 
*K\ the purport of this statement it to indicate the range of the high (pitch), il&ndh&ra 
b aUo spoken of along with, tnndhyttma which, alone was otlieiwise sufficient for this 
purpose, lo indicate its profusion in the high register as compares! to other high tones. 
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aata aarO ff Pc aaP? foot araiaianiaT ar aarataaat aPr 
PrarProPr Part aTaatni fraiaP? ama ffPcaTaPrPr t wrog 
sanma: i— 


Section 2 


•'K'l 


twftift (aaa) araiaiftfl ffaiPr ffaPr aPt aar atat (aaa) 
at t aat Peffar PeffarPraTat aaaaatft Pcamt ffata't arPman*:! 
qiwrar i at PraPr Praa (ara) aaaPea (a^m) aafPa aiPr Prqa • 
(a»aa) aaPr anraft aaaaaaarat i atara aafTamt (^aa) 
Praia it* at« atat Pf (aaa) at i afraaaaaaOiaT^V •;; 

aataPr aaaafr aaqaPr at at fr (’saa) fram (ara) a t atit 
a t (vw) a? araafr aaaaaaPr Prartaa aiaata aaaPcaaaarPc- 
aratat ?saa naPra ir*a i ar aaaat ar* aafa aPt aPiataaf 
?fa ircaa i 

arosn -cnaraa aaaaaiaara araaaaiftft aaPra atamant 
qana r .nanaTaT i aPr mp at aiar aiaiaiaaaPia aamt aaiawr 
arff art a aat a’ aia aaaaapn sonata 1 i 

aaaraaaaaaffnr atat aratatat ataiat ataiat atat at \ afV 
aff aataa am at at aa aPe aff atai atar atftat at at—gpf. 


)• 


OT 

ar 

HT 

at 

UT 

ft 

ft 


at 


ar 
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a 
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nr 
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at 

at 

<tT 
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fa 
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fa 
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ft 


fa 


ft 

ft 

OT 
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a? 

ax 

Ot 
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X 
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Y. 
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at 
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*a 
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ft 

ft 
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at 

or 
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fa 
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V OT 
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or 

or 
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at 

at 

at 
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fa 
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vj. at 

OT 

OT 
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frT 

at 

or 


at 

at 

at 

at 




fa 





—IWlfitPitfl i 

(aaamita aaataai) 

(at aia aa PraaPt aiftfir afrrwa a aa tmr i 
a»* aafa a **fa a aaa astatPa n) 
fPrv^a: t 


(ii) raaft 


asatm aP^rar raPtm i 
*> ? anitarafrT ^trtKmr rarTaa^ai ii^„ii 
amracaar aiaanat ahnfjatrw t 
daraaft i 

(iii) araft 

a^ar aiaft atattam?t aryataai h;^h 
aagtsrr wpwwi atra asaatfmm t 
*Pf aiaft i 

2. Kakubha —raganti nn<\ xiii ari-. (lOXc || 2 lt) 

(>) Kakubha : 

Produced from matlhyanui, /v»V«rai nnd ilhauali (kakubha hit 
Mairata for Ms fundiimcntnl nnd initinl notes, nnd fiwhama lot its final noli 
and it murccbami commences with >Uumaia. Having Yarna 1 for its presidinj 

'God of dealh 
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deity, it is (embellished) by prasannamadhva' in the nsccmling (vormi) and 
is Ming in the autumn for (expressing) pathos . 7 (IOKc I IOsi) 

Akfiptify it: 


1. 

dba 

dha 

sa 

sa 

dha 

dha 

rl 

rl 


Yo 


ml 


mo 

ya 


fra 

2. 

dha 

dha 

dha 

dhA 

r* 

dha 

P a 

ma 


rrr 

va 

JO 

// 

Ao 

ro 


// 

x 

ri 

rl 

ma 

ma 

pH 

dha 

pA 

mA 


r a 

ri 

ra 


kfa 

nam 


JO 

4. 

pa 

dhli 

pft 

mfl 

ma 

ma 

•ma 

mft 


kha 

h 

fa 


sya 




V 

rl 

rl 

m& 

ma 

dha 

dhft 

pA 

mvA 


mu 


gdhe 


vo 

JO 

si 

ca 

6. 

pjl 

ma 

pjV 

pa 

dha 

dha 

pa 

mft 


hr 

da 

ye 


da 

ha 

si 

CO 

7. 

pa 

dhA 

P« 

mA 

sa 

rl 

sA 

rl 



fa 

tarn 


m 

sarit 



8 

ga 

sa 

pa 

P ii 

P a 

pa 

pa 

pA 


.TO 




si 





The purport of the song is as under : 

One naturally protects the place one lives in, hut how heartless you arc. 
Oh ' tender lass, that dwelling in ( my ) heart, you never tire of burning 
the same. 

Thus ends kakubha. 

(If) HagantJ 

There is a Wwijd derived from it ( called ) ragantikA which has dhairafa 
for its final, the fundamental and the initial notes and a profusion of 
f//wi/wiw v 1 employed with shakes. As declared by fcmngndcva, it does not 
take high madUyama and has pafivama for its semi-final note. ( 110 a *11 lb) 

'An ofi.rhkAttf. 

•AVimwii of the test. 

••S' inirrpiei* ihc plmnl in Ihe sense tlml "il is mccnranirtl will) ninny <lltnlvnl(t-> 
linving n.nny sl.nVes " MMmM-* of the U.IXcen. tegiste.s may 

atso hr implied, 
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| (W) Sfivarf. 

Stlvart which is born of il, has dhaimfa for its final note, a high gandlulra, 
&*; & low madhyanm^ and a weak >o<//o; with nutdhvama ns its initial and the 
^fundamental note, it is devoid of furtvani t and is employed in (the expres- 
fe^ion of) pathos . 1 (I I lc-M 2 b) 


mm 


3 . n>«rqtH)-%srosft-sm»ri?y3rTl 

(i) *rt*rqiHt 

fiwwi ii^ 

Wff ltn u p q im nrmnm frqfcrm i 

»nrqirT»«rm^ faPr^su?* lift 311 

m*rnn *r*r «n , ni«r m m «rnft tmnft *tor) i «rr 
w»i'n*n*ft*u «mn «w»«r «rv «rra*nn*rtm Jnqrnqqnr *Tqqq- 
mwsft «rrmr i \ 

«pm»nPrPr (mi) *hto qfa «rnirm *r*T «n 
*wmi «rrarsft m*«rPr «**m mmm«n i *nrn*rqqfir fafa 
(•war) wtunit PrPr wrmnmi wwiin wfsrcn—sfh i 


^ (ii) %*rr^5ft 

rrran amn «t*rn *m**7T i 

•mRrtsn qroqTai faq^rw KftfimT u ^ ?>rii 
«0r i 

(iii) rm*r«r»ar^ 

•TSRntarofRrirrr «if»m?r i 

*mnrr tor ?rsq: sr*r*r*warft iif tX'» 

sPr i 


'Koruna of the test. 
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Bhogorardhanl, vetJlrall nnd pratltamdnuihjuri 
(r) Bhogarardhuni 

Bhogorardhanl, a rihhdfd of kakubha has n high as well ns low gdndhdra 1 
and dhoivata for its fundamental, initial ami the final notes; it has gdndhdra 
as its semi-final note and is devoid of ffnhhu. With a profusion of dhoivata, 
nifddo, gdndhdra, tnadhyanut and panranui, it is employed (in depicting) 
detachment. 1 (ll2c-IIJ) 

(/») IV/dwt/f 

I 'eldvali, which is derived from it, has a high dliaivata, a low gdndhdra 
and equipoised notes. With ditaivaia ns its initial, final and fundamental 
note and a shaky sadjn, dear to Visnit 3 , it is employed in (portraying) con¬ 
jugal love in separation. 4 (114) 

(Hi) Prathamamanjarl 

Having padcama for its fundamental, initial and final notes, high dhoivata 
and rfobha, acute 15 gdndhara and madhyanut nnd a low gdndhara, pratha- 
mamndjari is sung on the festive occasions l»y the proficient* (vocalists). 
(115) 

v. srrjft'ft- mfavm’yfwT 

(i) srffnft 

qsqrmwnn mm m^ra) ftmmsHm t 
mrnmrn ?teftm tin 

sn s?t m fmrt «r *rtm»mm m m mu m mmm mm h st 
* y m m <m irft mft ft nyV mwft m m i «r h m sft m *tt 
m m mm) m m m t m mmmi hh m m m hi mu m m*f 
mmintflmwm h» fty mO ft m?r *m*ymmi *r «rm*y ritar 
m «rm m m s?mm«T: t 

oh mm u «mi m m mm (mrsi) hh m m mOr mft mmm 
mu • m hi mfy m «mm h fy 7y mm hit mmfy ?y h h Ty ?) 


m 




m 

(gag 


i 






m. 


% 




•Hie implies lion seems U> he Mini middle gnnM™ is avoided. 

* I’tiiulfiya is a stale of mind Ilia I is fiec from ailnchmeM and pan in lily. 
•Jlari is a name of Vijmi. 

*Viprahmbha <»f the test. 

*‘S* inletpiets utkafa ns profuse. 

|nf the test) lit. means the proficient in that (subject). 




mr s) ft (hto) HHsft sfy wft mm*m»m n*m h altumm ?fy 

rmfy wm *m urn m mmm t 

m^m) i 

(ii) mft'imTyftm 

anfatfimyftsn imti ttgisRinmm t 
mmre ^mtpnri awi nvsian 


4. fill tig tlli and Adiktinuulika 
(/) flarigiils 

Having Jhairafa fur its final, fundamental and initial notes, the bhoja 
(called) bftrigiW is derived from hhinmi\a<Jjti With gatuifutru as its semi-final 
note, prolonged 1 rfobha and nuuthvanui and a low dlutivata it is used for 
stimulating' (a sentiment). (116) 

(//) AJikoituuUktl 

A\Hktinuuttk*i* which is derived from if, has tlhaivofti for its initial, funda¬ 
mental and final notes, a low nunlbywtut, flight giitulhfira with equipoised 
notes and (is used) in (the context of) preceptor's command. (117) 


(i) 

HtsmjpHT raifcmHfTHHHg: iit'ctt 

hi hi hi fan Hfamn h nt m hhht hh) nnft n\ HnfV 
Hitf hh* Him HiHimm m nfr hr> hit* mf\ htt> hK> 

HHIHTT> H^hV nfr Hl?ft nTHHm^ HTHI I 

mmmrc> h mft h! hh> (*mr) ht> irfr mTx 


l D(rghtt lit. means long. 

'UthiipatM in rhetorics is the siiuaiion that feeds Hie picvad.ng seiiiimenl (mut), o» 
In oilier words, sliumlales tl. The wool hi. humus Mm.iil.iut . 
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nmrmm m ft ft qt ft q ft qft ft ft ft ft (•row) qq (?*qq) ft 
qqft q ftnq * ft nqqft qft ft qt nt m Wt —?ft f'lVM i 
sft ttnTsqt qmr i 

(ii) nisifa: 

mqtgft qqqijf qqqqtTqiRtqiiq i 
iimif tit fftsnfHihr: qqtfaaq m r*n 
ffa RTluft: l 

5 I Vj zaranj /and NAgadhvani 
(i) \ egaratlji 

Vegurafiji, a Muift i of fakka {rtiga) has a low nixudn, is devoid of dhahata 
and paftcama, and has ftidju for its fundamental, initial atul final notes. It 
lias a profusion of) mj.hAi, Md/V/. fsabha. %<mdtuira and nmdhyama and is 
(used* in (the context of) wounded pride.* (I IK) 

(if) Niigadhvam 

Niigadhranj, which is produced from it and indicated hy Snrrigndcva, h is 
jnd/u for its final, initial and the fundamcnt.il notes, is devoid of dhaivata 
and paficartia, and is employed in the sentiment of valour. 58 (119) 

V q>ftT:-qtflft*i*r«t 

(i) lift?: 

q*qqtqqqj q»^: qtfft: mqftqq: t 

> 4 4 

Riel: qq tnjjpqTqftWt: qvmfaqtft: H?^oll 

JtqjqmqftftTqi qqqiqt qqftiqtq « 
iftii q iftsnqt rf snft fstifai: 11 ^ ^ 11 
lltan: irsqit ift qft ft£sqq?t Tq i 
qt qit nrft im nt m qin ui qt qitur i mft m m ft 
qft q it tn qft qt i qt it ft m «r qr q a ftm imr qt q 

'Mtbut is a sense of wounded self-1 expect or honour and has a technical significance 
in Sriji**rti rasa (conjugal love). 

•1 ira of the text. 
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qiqrai inr ft qr nr ft qftqt qqr qr qft qt qt i qq qqq (qqq) 
qq qt q f q n ft n qt q q q i i Or fti qft qft qr q q i qqqqq 

qqftqtqtqqqqq (qqq) qq qq" q qq qft ftq qq qq ift 

q q n q f q’ qfq q qft qft »ji (i*qq) im ft qqft q q q qr 
qq qq ft ft qq ft ft qi qq i qq ft n qq qq qq ft q q ft qft 
qqqr i niqi (iuiit) nt in qft q n qftq qq i nqq qftqi i q 
rf q i n ft ft ft (iqq) q q q ft ft ft ft ift it qq q ftqr i qq 
q ft ft qq qt ft ft q qq 1 qq ft qq nq qq qq ftq qft qft q 
qq qq ft ft qqq q ft q n ft q ftq q ftq ftq if i ft ftq qq qft 
qqft qqft qft q qqtuqq qftqr—q?qrqti: i 

(qqq) q (tsqq) ftwi qt *n ft (isqq) ft«t qr qft (qqq) 
qqrft ft ft lift qtnr qqq q qft q it i n ft q if ft ft ft q 
ft qft qrqr qqft q qt q qq q ft q qt qqft q (isqqj qt ft 
(qqq) q q t qq q qq q qq qt qqft q if i qt i q it qq 
nqftqftqtqq ftqt i iqt nt qit iniqtft (qqq) qftqiit itct- 
qtit qftft (qqq; qqt q» intft (^qq) ftft qqqqqq i qtqtq 
(issqq) qtqtqftftnfhiiiftiniq n q q film qqq ft ft 
ft ft nft iff qq qift iqt iftnft 1111111111 ftft (i^qq) 
iq qi ift (qqq) qqt qft itii i 
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•5?mfwfa«n i 


(H* B Wi^H qrotoRf) 

Bnsr% it) 

*f?T I 

(ii) 

HfOfWT 3gH*f«im ll^^tt 
*lBSUf!IHfTff BW: W*Hit ftimVf'? I 
hi m m ht n> m m m nr suit st bt biht nr «rr HH«nfir 
mfafYm f?mm m hihihWjhthj | 

sfo hW^ i 

(iii) BTIZ> 

fRSH HHBSBft ufaBlfaftt It? ^11 

H'mHmBRT HTTHHT 51faBTBft | 

?% BTIZt I 

6. Samara—Sauviri and Varilfl 
(i) Sauvira 

Created by a ailjtumadhyamft ( jati ), sauvha incorporates kakti and a 
weak K*hu!binr t it has sa*lja for its initial, linn I and the riindamcnlal notes. 
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and its nutfcchanH commences with sadja. Having praxanmldi 1 in the des¬ 
cending (i utrtta) and dear to Lord $iva, it is (incidental ) to the entrance* of 
the itclf-disciplined hermits mid house holders, and is employed in (depict¬ 
ing) the sentiments of tranquillity 1 valour, 1 wrath ,* and bewilderment 4 in 
the last quarter (of the day). (120-122b> 

Ak ftp tlkd 
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The purport of the song is as under : 

An elephant strolls elegantly with I lie grace id love-stick rn gait through 
a forest wherein the twigs of the young trees, the lops of which are bending 
downwards due to the weight of the flowers, arc shaken hy I he soft fragrant 
brec/e. 

Tims ends sattvira. 

•An ithmkdra. 

■That is, entrance to the stnae. 
of the test, 

•IVoi of the text. 

'Roudut of the text. 

'.UlUhutu of the lest. 




The Discernment of Rfiga* 

(//) Sauvirf u mm 

Sauviri, which is originally a M.m// derived from it, 1 has a profusion 
nntdhyama, takes ptifja for its initial ami final notes. The consonance,Q j^ 
$adjo-dhaivata and nabha-dhairata. as well* is (found) here. (122c 123b) ' r 3|t 

UH) lord ft -'i 

l ttnif i, also called bafuk /, which is horn of it. 3 has a profusion of dhafvadi, 
ni.ytda and paiiratna, takes soifjo lor its final* fundamental and initial notes/^ 
and has high sadja and dhairato. It is employed in the (sentiment of) traiK r t^ 


quilttly. 4 (123c 124b) 

.y 

(i) < 

fqy®rO mur uteri «n?m Orcfam iiv^xii |§ 

mnirr m mfr m rntf *rt *rt m*ri tMt i| 

m<TT*nmtf nr mfa aT'rrTtaraTTtmmO nPTratqrnirVqtrt ft nft f 

V)n It *ri i it «n«wnfr mqifr ttm i | 

?fn fasurV i | 

(ii) ^ 

ftsiu nqtntr ngr mr»n«nTt?5^qT i | 

qsnrnttmRT to ' 

?fW njr t 

(iii) T’nten^t’T: 

ar^’ qqftraq i 

*rm mni h nftr ‘srWt^fvnt: ir^ii ; 

?fir i sfk vrqrgqfiq i ■ 

7. riiijtirl, naffO and karntifabanRiila i 

(f > Pinjart '*■ 

Pinjari, a bhdp) of hindola (nlga), has giindluirn for its fundamental note* " 
satfjj for its final note and is devoid of niffida. (124cd) 

h Xtviouslv from xnurira. 

■ S’ mtctptcK tlwi the consonance of n ti/ut ts olTcfcd as an alternative to (hat of io- 
iho. 

'Obviously from utuviti. 

*£'infu of the lest- 



00 Naff A 

Naffd, which is derived from it/ has equipoised notes, high gdndhdra, 
padcama and dhoivata , takes ptd/o fo. its final, fumlamental and initial notes, 
and has a low nifAda. (125) 

(W/) Karnd (abaft# dies 

An integral part of vegoranjiy konn\\abangAlo is devoid of pancoma, has 
gdndhdra as its fundamental note and uidjo as its final note As declared 3 
by SarAgadcva, it is employed in the (contest oft conjugal love. 4 (126) 

Now* according to ‘K’ (cf. his comments on 30-33 ante), “though it has 
been declared (cf. 5/?.* II 1,14 ante) that kokuhbo belongs to both the 
grtima-s and also it is said in the (above) definition to b; produced from the 
fills of the two gramas, its relation to so gran io is quite obvious because 
of its paiicanta which is of 4 srnti s. its relation to ma-grama is not so 
obvious fiom the application of the definition. Itc icsolvcs the difficulty 
by pointing out that* “MninOgn, while giving the prastaro (delineation in 
notation), even though not so explicitIv piovided in .lie definition, omits 
nlfida and gdndhdra in forming the pentatones iondnvo-s). Thus, in practice 
the relation of kakuhha to nut gnimo is obvious loo.” The validity of this 
reasoning, however, is not cleatly intelligible in view ol the fact that such 
an omission is also permissible in the so grama (cf. S.H , I 4. 29 30). 


(vii) fqanififor 




anq?w mttoi i 

fTqqauwrfaqn tiV^ii ttv^su 

ffa TCMftlff: 

q. 'iVyl'T 

•oniteiqfrq*nnt *rm*t nq'i'r*0q i 
foumart qTOi * *rnrt nlsf fa sig u 
?fa Wfaffa: I 


‘1 hat is, fc on* /uA/m i 
•l>p<rr*/A/f b a bhtlp f of 

*1 ii ^nkatnt»c4v»ia“ wliu lt i^ ri»» cpiilw* ol ihr uuilinr meaning nccounliuit 

licncral. 

of ihf Irsi. 
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fiwnrx frq?iwm *t*t?*ti i 

«rqprr «i ii^sh 

?fif iNftfa: i sfa fararfflfa I 

(v.i) Kri\ii/tg{bS 

Rantak /7r, gwafakrti and devakfti 

1. Rdmakpi 

R*~niak fti is accepted by the wise to he having high ami low (notes) upto 
pa/lvatna, 1 $a{!ja for its final, fundamental anti the initial notes and a pro¬ 
fusion of ffahha and sa{!ja. (127) 

2 . iujmjukiti 

Ctaudakfti is declared by the experts to have }adja for its fundamental, 
initial ami linal Motes, high madhyama* low pailvamu and a profusion of the 
two (i.o. tnadhyatna and paiicatna). anti to l>c tlevtnd of ffabha ant! dhaivata. 
U28) 

3 . Devakfri 

/)rr</A/// has a low nisada, and a prevalence 1 * of ntadhyama. It is devoid of 
fstiblni and pahrama and lias equipoised notes with sadja as its final and the 
fundamental note and dhaivata as its initial note, and is employed in (the 
expulsion of) valour* 3 

(viii) 3 mfrfa 

t-xnxynTpft 

(i) 

^j«n«UiuRif<n n? i 
sfcrTsft HX fsTOfT: U ^ o|» 

*'S* interprets that from >W/« to paRcatna> tl>e note* in it ate high am! h*w i,c. they 
tin not occur m the middle register. 

• S’ inletprels vyftpfi (lit prevalence) in the sense <»r p'ofitxion OndiuMfl) 

*1 tn$ of the text. 
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(ii) riPrrtJfrrcl 

»Tf«nfl Mf»rn»n!rt r»i;fT*iiw i 

rfir vtfavl s»isrt i 

(iii) jfanOxn;?) 

utirl vrfVmnjTTr n^ n 

rn^’t^r *ifsm s'# i 

rfir ipwfl arxi?) i 

(iv) W'UJ’RTI?) 

*rf«wi'ffn**iTsi*T|f;r*;T n?3Pn 

(v) tFT*ST J Ore'> 

tpmm «ranri xrorr*i? fprowun i 
rth jptwx»ret i 

(vi) jrcrmu?) 

jrfrmrnrl g ot*st n ^ 911 

sfa namri?) 1 rf* 1 

(viii) The Vpdhga-s 
1. Pic upanga-s of vardff 

There are six ttpAriga-s of rarafi that have utdja for their final, the funda¬ 
mental and the initial notes, 1 (130 a b) vi;. 

(t) Kfnmtali-vardft 

Among them, 2 kaunfali has a low $adja, a profusion of ni$Ada, and with a 
shaky dhaivata , it is employed in an erotic situation 3 (130 c d) 

(ii) Prfividi’Vardfi 

Pnhidi-vafdfi has a profusion of low niuuia am! a slink v f^abha. (131 ah) 

Hilts feature is common to nil tlir s»» varieties, the uncommon features are set forth 
separately. 

•Thot is, the six varieties. 

•gnO, in Rhernrict. signifies lire sihAxi bUfixa fi e. the stable disposition or Mate of 
being) of conjugal love amt oho menus sexual pica suit* m Die delight of love making. 
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(iii) Saltulhavb r ardff 

S 11 itn / bar i -vardfi as declared by Sarngadeva has profuse gdadhdra and 
employs sadja and dhaivata with a shake. 11 has a low nutdhyanta and is 
employed in (the context of) conjugal love. 1 (131 c-132 b) 

(iv) Apastfuhw-varaft 

Apasthdna-vard{ i is embellished by low tmdhvama and nifdda and dhaivata. 
(132 cd) 

(v) Hataxvara-vordfT 

/fa fas vara- vardfi has a low dhaivata, slinknble padcama and fadja and an 
ahata 2 on padcania. (133 a b) 

(vi) PratdpfbvardfT 

Prafdpa-vard(i has a low dhaivata, slmkable indja and extensive paheama. 9 
(133 cd) 

(i) BmmtsV 

f*<mwar g Pthtfro wroral*)fw wlfnnT i 

(ii) ^'TffVsV 

mfirm mrsT What?) fan«T«r*rt 11 $ ^vu 

ffH I Sfa I 

2. The updaga-s of fo<//(134) 

(i) Chdvdtodi 

Todi. when devoid of nabha and paHeama is known as cftAyii-tod?. 

(134 a h) 

(ii) Turmka-todl 

Todi with dhafa xamaka-s* and having a weak gdndhdra and a profusion 
of nteiida and dhaivata (becomes) turuska-(o{if (134 c d) 

'£/«Cdr<# of the text. 

*ffn/n irfris In gnmaka, fvee note 7 below and iiKn cf S Sitdl.S 2. J79. 

V/r» (lit. extensive) is tnicipitted by *S* JU profuse 

* f 'hiitt) *»f the text literally mentis kairn. Technically. is a synonym of ihnta 

which is ;i variety of gamnktt ns described in Chapter III #verse I lie word M^rV/r, os 
may he observed from the metrical construction, is used bv the author in place of the 
word Ahata due to the exigency of the metre. A reference is invited to KnllrnAlhax 
comnietiinrv on S H. tit ft. }4A on the technical meaning of Ahuta Mil. having struck) in 
the sense of Ahata gamaka. 
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ill 


(i) 

qs^itfOTim *mrfaarat i 

nhmmsaTmtrn wn?Tt*^V n ^3*11 

sfa *nriTn^ 5 ^^> i 

(ii) tfbi’cpph'V 

grow formal ram gaO i 
xfo nhi's^gsR't 1 

(iii) sforogtfx) 

xfton gar) sroneam mft&m m?3Sh 
?fn gfwn 

(iv) *ifa*ga?V 

foromro erifcmi m mfcntgaTt 1 

xtrr rifrwgax) i sf?r gag 1 

3. The updriga-s of gurjari (135-137 b) 

(i) Mahdrdffra-gurfari 

Devoid of paiirama, having n low' nisdda anti dhota-ganiaha, mahdrdf[ra- 
gurjari is sting with frsabha as the final mid the ftindmnentnl notes on festive 
occasions. (135) 

(ii) Saurdffra-gurjari 

If the nahha in gtsrjari is shnkable it becomes saurdf fra* gurjari. (136 ab) 

(iii) Dakfinagurjari 

If the ntadhyanta is shaky and Ihc other nolcs have dhafa gatnaka-s it is 
dakgurjart. (136 cd) 

(iv) Dnlvida-gurjari 

DrAvida gurjari has low and high tsabha. is replete with shakes 1 and is 
(employed) on joyous occasions.* (137 ab) 


'Sphtoiut of the text lit. menus th««»hhing 
* Mat fa lit. means gladness. 
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v. ^WFTn'jpPf 

(i) * 0 # 

fFTHfPTT tFJTT*?t?TO{nf*g?n II^VSII 
«t5?lTf*f5r: | 

*1?r 

(ii) »jnn?%: 

f^qi^HI'S^THdl WWW»n 11^ell 

w*«nifirawCTT*m fafaqinift i 
sfif l 

(iii) «rar%’TT^?f> 

STOI*TO*?f ll{3£ll 
*fh wmitaiqfO i 

(iv) jrcrrc^Tnr^ft 

** sramwf fmgrjrm 1 

S% jmw«i^«wh> i ufir ^WFgqi^iOi i 

4. Tlie uptitiga-s of velilvalt 

(i) Rhuccld 

nhucchf, 1 as declared by &irrtgndcvn. is devoid of madhyama, 2 has 
swinging &dja and paficama with dhaivata for its final, fundamental and 
initial notes, and is (used) in the (contest of) love in separation. (137 o- 
I3H l>) 

(ii) Khamhbddtih 

Swung by madhyama and nisJda* and devoid of paflatma, khamhhd-iii has 
rtndda for its fundamental and the final notes and is employed in (the con¬ 
text of l conjugal love. (138 c*l39 b) 

(iii) Chdyuveldvalt 

duly five Uhali is like vchhall 1 except that it lias a low and sliakabb 
ntndhyama. (139 cd) 

•Also known ns bhuHchi (comp. SR. It 2 2 110.141). 

■The omission of mndhyama, ns pointed out hy Kumbha (SR., ibid) is notable, for 
it is considered 1o be imnmlnble. 

• ITutt is. with a swing on ma and ni. 

4 f fjdvali is derived from bhvgaiordhvti which is n tihhdfd «*f kakubha . 
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f iv) Pratdpa - veldrott 

I hat itself,' wHU ahaia ftwiMk,, t ? and drpiived ,.f t(a Mia and paficama 
becomes pratdpavehhaU. (MO al>) 




v.. 4rqYn*lpf 

^isuuminTi mT«TOin»*iioi>f«mT n*y 0 u 

$7"ft l 


5. The upafiga of Rhairara 
fthairavf 

Having Jhahata for it* fundamental. final and the notes andcmhel- 

hshed by the h.gh ns well as the low g.m.llulra,' Hmtrml . at. upfifiga of 
Miafraxa, has the rest of its notes 4 equipoised (H0c-I4lh) 

qri*rhr>qi1f»Tf»Wf?if fcigsft at} ioy^ii 

sw^'Wsl'Ifif wji qtmju ai i 
sfir rn^Rltpiq^t , 


6. The upiiiipa of kitmoda 
Shidudbk dmodd 

Being an «/*?«*,, of called a* simhalihanuula In the learned, and 


BrsHjr 


IS. 

q *r i «r iijv^h 

scrtsiTf * nimi^m a infirm i 


*T1int is chdytivftdvuU, 
r See note on t*4%u\ (vetse I U cd) mite 

nhe in.plua.ion teen.he that .he n.nhtle i, C v 

Thai o. leaving a*nlr ,lh.,itai„ »„,( r<i 
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7. The of miM<» 

°S”Sm »».«.«« XSSw 

shaken hy «/«**» and <t << "" «/»«'«« of "*«"• ( ' 42 

(i) TtalRHI 

«**hirhi trwmmi 

HumRI HHftH^TI R»H^ | 

mm mm mm m« ml mm mrn..1 mV* mOml «mm- 
mm.lm mmmm iWum ml mil mm mn Sm *m> mmmm 
r\ti7>j qMnrnrtm Him mm Him t^hthi hiht -smtim: \ 

T\nH*i htVhh mmH mmrct mO mm rktf i hiuh hhh 

wii TmaHHftH R^THT* HIHimrA HHH1HH* HHTlm HlH HHHH 

m V\ h!h *hht\ hihtI hihi mnft m rtm mm—*1 h mwi \ 

?fa sftm&m i 

(ii) ?TR#T: 

JT5HI nH*fWft Him HIHH HHfHHl 
'RT r rr^^S c ^ T l11^ r ^HfrTH1Hl'^nilS^ H I 
51|-ff'%itH tH*ifHHWimHJ^HHt HH: 

sTh Timrfn: » 

8. Kotdhald and rdmakrti 

0) ,“ which is n Warni of f akka. has ,Wy« for its initial and the 
fundamental note, is devoid of P a»c<w,a. takes low W/n and dhnurta and 
is proruse with madhvama. Hmploying gamaka* (shakes), it is used in (the 
conical of) strife.* (I43c-144b) 


'KMtaUt litertlly means n loud and confused noise. 

* (tit rtf tkoi ate dealt with in Chapter 111. 

*Ku/«jAii of the test- It* use ** appropriate lo its very name. 
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(ff) MmakrM 

Rthnakfiii, which is horn of it, 1 is (employed in depicting) valour.* ft 
has mtuthyama for its fundamental note and ><i«//7i for ils final note, and is 
devoid of paiicanta. F.vcn (hough (constilulionally) it is a bhafariga* because 
of close proximity, 4 Snruhgadcva adjudges it as i#/»</«gn ns well. This is, 
however, open to further investigation by the learned. (144c-145) 

r. #meV-HeHrai 

(i) mueV 

fjpjftHHim ftjqiTl mmmm hhhhI i 
f^fbitmiifHHHnsm nmrHHrHi*. n$*s,n 
HHHITlm^ Rift! ilut ilHHH^m I 

mm hihhh mm mm» miHmmmm *jthI hihhh hIhihihihh- 
mu HHinmi HHH-niqi iHrnmim Htsflmmwr*? nqnmnm nm- 

sftm HIHIHIHf HITIH'I ifa HIHl RfHIHli: t 

HH HH rpn q|H HHHH HIHl HIHHHTHHHfH FmfHHHH»TH HH 

fafa nfa hihhhh nH'imi Hi mmm mfH Him hhi *ihhh hihhI- 
Ht Hint m?ft HIHl HIHHl HIHl—?ffl HqqrH t 

sfi» ?|m:rV i 

(ii) HeHIHI 

HeHIHI Hfn^’ f«TUf friftHT H r RHRHI It V Vf\3tt 

HWnnfmiRI tlHl H*fl> HlF^Hlfem I 
?ffl qfHim t 

9. C/re i d// and vaUdtd 
(0 Chrvdfi 

Chevdfi, which is n hiu'fil of himtoUi. has gfmtlhdra as ils semi-final nolc 
and a profusion of ilfuiiratn. is devoid of f*nNui and lakes *oJia for its 

•Dint is hotAhalA. 

*\‘ha of the lest. 

*HhAfdAg4tfva is nn abstract noun. 

• S’thinks that similarity of o/mivu tto lx dealt with in Chnpier 111) is meant by 
proximity. 
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fundamental, initial and the final note,. It partakes of low so,I jo gMa 
and moMyoma. with high ;a<lja and gUndhora ..and' « *«"f w ' ,h 
(shakes) on festive occasions (expressing) north. <M6-I47b) 


1 w! its’ upewga and is devoid of nMa It takes a low AM.««• 
uuHo for its final, fundamental and initial notes and as declared by 
Ssnigadeva. is sung in the (contest of) conjugal love. (I47c.|48b> 


\o. ?f»mq 

(i) oreq^qq; 

qMtmuyqqtarrq: qqqrojqffq^q: tl?>fcM 
qsqq tqq j^mf! qeqqfqtRqqqq: i 

ifcr: tumifttw n*>r£ii 
'qT^q’qiPrq'q^q njf^sfqi* I 

qqiqqqsr HU"' 1 

qtqr qtm qhnqrn i qrqftfTqqqrm qfa q •nnTrtnt qlqt i 
qtqqwt ?!»! t fftni^T m qfqqqiq? t qtqt q*iqf qq fq?*! qt «n«>T- 
qiM Pro qtu ffmmq: t 

qtqqqqqqqfaq qrqi t qtqrafq frmnt qqfaq nm qqqfq ?*!?*! 

ijif rtrf qq ff?f ?>1 qq qq qq qq fqq qt -?fa **rqq i 


at 


at 


ff 

f! 

ni 


3T 

II 

ft 

** 

q 


rx 


m 

m 

aa 

n? 

?! 

ff 

if 

ft 

a 

a 

a 


1 


V 

* 

V OT 

at 

at 

fft 

xi 


nf 


a 

X 

a 

« 

n 

q 

n 

*T 


Y. OT 

at 


m 

?! 

ff 

Tf 

ft 

3 

T 

* 


q 





' if Asya of the text. 

•I hut is- Cherafi. 



x. ft 

ft 

*Tt 

at 

a? 

at 

Uf 

at 

•f 

a 

a 

v 

a 

a 

•» 

a 

a 



at 

at 

at 

OT 

ar 

a? 

ft 

a 


a 

?T 

a 

a 

a 

at 

*ft 

ft 

at 

f» 

at 

a? 

at 

>T 


a 

a 

a 

a 


T 

n. a? 

*it 

or 

if 

ai 

ai 

ar 

at 


n 

a 

T 

a 




-- ?qnftf!iqqq i 







fftf q^qsqq: t 
(qq qiqt^q qqq>iiqi) 


(qq fqqq qqq qqqq^qjfq qrqqqnqjr »][vqgq 
qq qqtqqqq fqqtqqq qqq qqqq qqqrwq 5r?<qq) 

(ii) qifwqrFqr (qtqi) 

q^iqi qifwqTTOI rqiq qniq«qqqqqt t 
qjqqtafaiqqrqmTnm fqqqqqqi: n^v(?n 
fqqfqql faqVrteqT, 

qm qfqi fq*W!»! qfrq|V mqq q!qiq!qt q>q? qiqi qrqt qsft 
?!?!?!?! q^ qqtf^qqj ?!?!*! jftrif qqjftq rftq! qtq! qqt qnnflft 
q?t qql q*!q fqqi qqft fqqiqiqqqi qiqi qtuiq^ ?■>?! f!?!?>ft 
q^qq qmq'taT qiqm- ??qmiq: i 

qqqqqql ?W! n?! qq> uq\ q!q qq qq qjrj v"jq qfq q>*y ?tq 
«ftq fqqt sftsft qnr ffq wqqrq t 

?fq qifaqmn qqu i 

(ii) WPqTfqvT. fqqtqt'.^qifaqq qqr t 

qs^qtqqjfrqiqi rqrqi qrfctrfqTf tt^^ll 
qi?q? qqrq^qr q qtqnnqt qqfqqf I 
fqgqqqqj?! itaiqrgftdqqiifqm n?x3ii 
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qiqiqroq*'! m«n «nn qiq «i«r qq umi qm qrft rhn qnu 
qq rim faqr qiqqqqqqqr *tr?i qi*1 tiot «nm q«r tro to cv«v qq 
qpn qqt ffari qrr\ qt wttV qrqnftqiqiq qqqqr qqqq qq- 
qiq qirtaiqr wt qqi qrqi qtar qiq qq qqiqr- ufqraiq: i 

fWqpftfl «rcWto?Tl rte rta ^Iq ?lq qq qiqqq traraq qqqi 
q«n qqq? qqiqiqqqqiqqqqqqqm - f fh qqqni i 
Sfqqqnft fqqiqi i 

(iv) q*jnT} (vtrjfn) 

qf^Pt) a^qif' TOR Irttal q^qtqqi I 

qyqqisra^qTqr qifqm qqi u^y.vii 

tfq q^rrt i 

(V) *F*rc: 

qpqir^qp^ q?|?IT: qqqqyqqafaq: I 

qqrmi5iqR> qRqiTORTORqqrq: uf xx" 

sfaq?iJR:» 

10. StMlMpancanut an<! its offshoots 

(i) Sttddfn tpancan w 

Horn of madhyama nml paficamf ( iati s), taking kakali and antara and 
having paftcama for its fundamental, initial and final notes i.c., the paftcama 
of the middle heptad,' Suddhapaheatna' 1 is set in hrtyakn murcchand* With 
ctipid for its presiding deity and beautified with the circulatory (.wiifJrl) 
varna % it is to be sung in the first quarter of the summer day in (depicting) 
conjugal love and mirth 1 in Ibe vhnarsa* (cpitasis). (I4 Kc*!50) 

•Thai is, saptoku. 

•The nnme is nut found in ihe text. 

■The seventh mQrcchanfi of ma^rama commencing with paRenma. 
anil hasya respectively of the text. 

'YimarUt (also written as vhnnrsa) is the fourth sandhi (junctmnl subdivision of a 
drama) out of the five already mentioned (cf. notes on verses ? 1*23 b ante). Ileie the 
seed of Ihe plot, which is already sufficiently develop d, is exposed to greater hazards 
engendering some serious calamity. It manifests n change in the prosperous course of the 
love story caused bv some unforeseen reverse. Ibis episode genet idly closes willi the 
possibilities of future union. 
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Akfiptika 


1. 

sa 

sa 

sa 

sA 

ri 

ri 

g« 

sA 



ya 

vi 


ftta 

na 

ya 

na 

2. 

in a 


pa- ma 

gA 

rt 

r! 

ri 

rl 


nta 

da 

aa 

fa 

mi 

da 

ha 

na 

3. 

mA 

sA 

sA 

sa 

ri 

ri 

R* 

sA 


va 

ra 

IT 

so 

hha 

K* 

ma 

na 

4. 

ma 

gA 

pa mn 


n 

r» 

ri 

ri 


pu 

ra 

da 

ha 

na 




5. 

ri 

ri 

mA 

ma 

pa 

niii 

dha 

ma 


na 

ta 

sa 

ka 

fa 

hha 

ra 

na 

6. 

ma 

dha 

sa 

sa 

nl 

dha 

pa 

mil 


si 

(a 

ka 

m</ 

fa 

va 

da 

na 

7. 

dhA 

ni 

ri 

niA 

ri 

ma 

pa 

pa 


hha 

r/f 

ma 

ma 

hha 

ni 

ha 

ra 

8. 

dha 

mA 

dha 

ni 

pa 

pa 

pa 

pfi 


hha 

va 

sa 

ra 

nartt 





1 be purport of the song is as tinder : 

Victory be unto thee, the three-eyed one (Siva) the destroyer of the body 
of tbc cupid. the rider of the best while hull, the destroyer of Tripurfisura; 
thou, who arc worshipped hy the entire world. Oh ! the lot us* faced one, 
lie the destroyer of my fear and refuge from the process of becoming 
(xnitsara). 

Thus ends Utddhapancama. 

(it) DaksinatyA 

Its hha pi is (called) daksinatya. With dhaivata as its initial, fundamental 
and the final no.es, it has tsahha for its semi final note, high nipida, 
paiicatna , madhyama ami dhaivata nnrl is used in the fond memory of the 
beloved. (151-152a) 

(l7f) Andfulfikil 

AndhiilikA is considered to be its vihlnhd. It has paheama for its funda¬ 
mental, initial and tinal notes, a weak nisitda. and a profusion of the 
remaining notes. It takes high tllutivaUt, low sadfa, lias dhaivata as its semi¬ 
final note and is devoid of ymnfhara. As declared by ftnilgadevn, it is to be 
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sung at the meeting of separated lovers. 1 (152b-153) 

(iv) MalhurJ 

Mat hurt is its* upuhga. It is devoid of gdndhAra and lias a low madhyama 
with poheama for its fundamental, initial and the final notes. With notes 
stressed ns the uhata gamaka it is accepted to be (used) in conjugal 
love* (154) 

( it ) Afathdra 

Afalhara is an upiinga of AndhAli and is devoid of sadja and paheama. St 
has dhaivata for its final, fundamental and initial mites, a low gtUtdhura and 
a high niuhla. (155) 

\X nteVnsMifa 

(i) mqfenH: 

i|q: SWlfeifarg qw«n«ii^trwf: l 

sfb qmfente: i 

(ii) 

q isiswit r*qtfeHn: mxs ; ' 

sfq taqranta: i 

(iii) 

<n»qncagqt wartW ftWaa: i 

qte ntxv»n 
gfa g^arqW: i 

(iv) 

qqqrrfqiTqt'lq: » 

qqt ffrfq*qWlsq q$t5qqtqq«^q: mucii 
tfq xifirenV. i sVxlqrftifq i 
(??3«r$ifq) 

•The compound ftWOT* is analysed an Imrtmsif 

• rm/t.lsl probably refers loilffwW/wi/wtriiWd mul not AndhAlikil which it billows. Cl. 
S. Knj II. 2. 3. *JK where it is associated with Audit Aido. 

9 ^t»ffAftt of the test. 
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11. The updriga-s of gauda 
(0 Karnuiagaudu 

Karndfugauda is to be sung with (the difference 1 that it takes) fadja for 
its flnol, initial and the fundamental notes. (156a h) 

(ii) DesavAiagauda 

When that 1 itself is swung upon .w idja and is deprived of nubhu and 
paheanta, it becomes de<av*Uagauda. (156c dl 

• (/if) 7 urnfkagauda 

7 'urufkugaudu is said to have nisudu for its fundainental, initial and filial 
notes, a prolusion of gundhuru and with the uhata gutnaka in the low 
register, and it is devoid of f pthhu and pwuama. (157) 

(/r) Druvidagauda 

Dnh'idagaud* is sung with a terse* gundhuru, shaky \udju and puheama 
and has nifdda for its initial, fundamental ami final notes. (I5K) 

\S’ enumerates the total of fifty-two rugu-s including the parent rAga-s 
so far described. 

q’jqtqfq^qVmi: 

t. 

roq «n¥3ihT5?wrT itItt*? weqq^qqq i 
q*nqlvnix q»i*n«nr fnTq«q*»q ittxeu 
qqftnw nifiq i 

n>m: i 

(to) The current 4 well known rngu-s 

I. Sriraga 

Srirugu has sprung from s idjt (tnti) «»| the ut fjagnatm.* It hns a weak 
' t he phrase pul into brackets lumps out the implication of the indeclinable fu of the 

test. 

•TIuU refers to kurnAfugandu. 

•*S* interprets Tiriprmt a% »v»X t**rrnritmu p't*ulh<nemt ie by I he vAndhAut sung in a 
crooked or /ipmg way. 

*AdUunApra%iddha lit. *picscntly well known * 

•*S* points out lint grAmu lias been explicitly indicated despite the fact that jdfl/f 
beitiR the parent inti is by itself indicative of the f.t tfa gi-tmt, Inn* a use dr'i-tAw*x n% it 
rule, me not governed by the ielation of ihcpnicHt and the detived stmcimc. 
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paflrama. f i<tja for its finnl, fumlnmculnl ami the initial notes, a low ^ 
KiuiiUiiiru ami high mmlhymia with tin* n mnininj*' notes equipoised. A# -f 
ordained by Aiinigadevn. it is (employed) in (the expression of) valour 
(159 160b) 

fTT-V^IT 

*r?3nni| tortsthti t»(t: n^oii 

wwffi?r: i 

2. I'rath iin.i-hniixiilii (l*irst haiigal 

Produced* from ui-tjamaithyanui Ijiiii) in f tbljugrtima and devoid of the ^ 
lower octave. 1 /►./«*»<»/«» has for its fundamental. initial and the final 

notes, with all the other notes equipoised. (160c-161 b). 

3. fffrft»iq-^|sf: 

t^ftn^inR:tTff!Rwnwivi«Btlf?: tin? 1 ' 
^|JT?I?aiT»»«aFST^'TT: 5F*»Trf *WfTT: I 

?ftf I > 




3 /hitiyti-ban^dla (Second bw*K*Ua) 

llm n ul katsiki ijoti) indie nuuth ranta grimm ii rid having frif/yn for its j 
final, fundamental and initial notes, b<in$*ifo lias the ptiih\into ot the higher ; 
and the middle octave 5 with equipoised notes. (I6lc-I62b) ; 

y. irowUCT: i 

5^^: m^ll 

Tie'll tcttthit: ii 

ff?| ntTTTTTT: t 

- ^ 

4. \ftufhyanta$Uiiava >f 

MtulhyamapUava lias fsablui as the fundamental note, paheama as the j 

''S', siitnilicanlly mentions iftihhti, lUutivtilti amt mfdita (see the above 

commenis). 

*1 tru of die text. 

•fittot* «*f die lexl lit means ‘done* or 'fashioned* so to say. 

•the wind octave is used for hepted iwptokttt f«n die ctuom cinrof die *« ad*is. 

•‘S' inletprets flint il is devoid of the low pitffromo. 
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final note and tHmivaUi as the semifinal not*. It has a week paitcamn and is 
employed in (the context of) the sentiments of valour, 1 wrath* and bewilder¬ 
ment,* (I62c*163h) 

y, 5ia^T TS f: 

^tmttlTFPTITTaT: fTIJT nT*qT:i|»«,3t| 

fTITtfn(1STTm»5nTl«IIT | 

> « 

Sfasr#***: i 

5. StuUhabhairava 

Sudilhahhuirava takes dfutivata for iis fundamental, initial and final notes 
with equipoised notes within the pitch range 1 of high s aJjtt and tow 
%iin<lluira. (163c* 164h) 

V ifTTlT: 

unr^ TTstTivT*?***: itts*n 

ilrmnl *f5»jf1sf1 TRbirTTTTTT: t 
qfa ilTTin: t 

6. Afexhtintga 

Sprung from dhaivnti i ptti) in the uufftbf*nmns with high ,«i<//n 6 and 
equipoised notes, tne^barofia has dhamita lor initial, fundamental and the 
final notes and has no lower octave. <l64e-!6Slq 

\3. tItht 

TTR TTYiillTT: TYH»JRi«tT?7t1 font?**?: 11^*11 

N > * 

*ftn?lT: ?TTl aiT*TCT?T*l*»m: t 

qfT » 

7. Somartixa 

Produced from jth/yi ihtti) in Ihc uufja^ritma with itufja for its initial, 

x Viro of the text. 

• Roudra of the text, 

*A*ihhufa of the text 

•/‘drawwMi/rfl is inteipieicd hy *S* to incim that it is devoid of the middle *>clavc, or 
alternatively, lie says, the high and the lo,v pits It lange may he taken iiplo jodfo or 
gituthnto slaMins horn the fundamental note Jhoivota 

•‘S* intcipiets that in iliis rig.i only liiidi i i-fr.i is laken i.c , the low anil die middle 
fod/d are absent. 




ut 


•24 The Discernment of Rfiga*S 

' ' ^ v ! 

rnmlnmcnlal anti ilic final notes, somariiga lakes acute 1 niftlda and gatidhiira , 

and mmlhytima as placed in the upper and the middle octaves, 3 and 
employed* in (the expression of) valour. 4 (IA5c-lfifil>) 

5 . 5TT«PfiTq>?: 

qqiwir: qrratal qra: wiqr: twrav t 
SPqqsRm'k: t 

K. Prathama knnuuia (The first kilmoda) 

Horn of pt fja-midhyanut in tlic $adjagramti t with the high jatfja 

for its initial note, dhahafa for its fundamental note mid fri /jn for its final 
note, kihnoda takes high and low garulhfira* and has equipoised notes/ 

(I f»6c- I fi7h) 

f?'ftq<Tiqte: 

qx3ratn5i?qmnq?r ii^wti 
q^qrqriT^T: i 
fg<ftqqaqta: 

9. Dvitiya kdnwda (The second kdnwda) 

Horn of phfji (juti) in the jadja grama witli $adja for its initial, fun da- ■ 
mental and final notes and having equipoised notes, (there is) another 
kdnwda that is graceful with low gdndhura. (167c-16KI>) 

?o. 

niwrnrtnaipqnft qnrqeaqqq?Tq: n^mt 

fqqmrl tpt: i 

sinjf i&qqfeft ^tfqnrqftTnt^q: mso* 

ScqT^qsqq: \ nfq^nn: I 

•'S' interprets ntknfii (lit. acute) ns bttUuh (profuse). 

•In otlici words, the madhyama of the middle register is at we ill. The word ocfnvc \s 
used for .uiptaka. 

* Sniff ah of the lest lit. menns *is remembered*, or ‘is known to be fused)*. 

•I 'frit of the test. 

‘In oilier winds, the middle gUndkdm is absent. 


Section 2 


125 


0^5, . 

fio. 2mrapancanm 

Having gamfhdra for its rimdiinicntnl, initial and filial notes, arising out 
fpj Ihe middle and the low (notes) 1 with high ni\dda mid gdndhara. or (nltcr- 
^ - natively) being completely devoid of the low (times), 8 dmrapafitanta is n 
||p|T4£fJ declared by Sarrtgndcvn to lie the substratum of the sentiments of 
j||* 1 mirth* mid bewilderment. 4 (108c-169) 

Here, in the context of de\frdga-s, kallinatha offers n few observations 
ftt^l comments with regard to the discrepancies found in the theory {takfana 
be* the definition of the characteristic features of the particular ruga) and 
Up;'the practice (lakfya) of some of the rvign-.v. These are briefly represented 
here ns the value of their implications seems to be far reaching. 

Jpjf # For example, it has been said in the above definition of the formal 
fetlmcturc of SrJrnga that its paficatna is weak and so on. It has also been 
Inlaid down that the remaining notes are equipoised. *K* observes (and 
accordingly interprets) that the general implication in such eases is that the 
weakness [alpatva) of paficatna is accompanied with the equal profusion 
(bahtttva) of the rest of the notes. 

So lie rather deduces a general rule, "wherever a particular note is rare 
(or weak) and the other notes arc said to he equipoised, the equality of (lie 
other notes relates to their profusion with reference to the weak note/* 'fins 
* if quite intelligible, but as in the present case, it may he observed that the 
note which becomes the initial, the fundamental and or the final note should 
alio be excluded from the expression, "the remaining tunes” which arc said 
to be equipoised; for, in terms or profusion, it is bound to cxccll all others ; 
*S* lias interpreted it like that at several places. 

*K* also observes tlmt among the dcsbniga*s § wherever the highest or the 
lowest pitch range has not been laid down, it has to be taken as discretio¬ 
nary. Then, he goes on to offer tentative solutions to some of the seeming 
contradictions to be observed between the theoretical definitions of some of 
the well-known rdgfnigas and the like and their actual practice. 

The general premise of such seeming contradictions nrisrs, he says, from 
the fact that, although it should be possible to begin with the nwrcc/wttd m S 
of the respective raga-s from the ptdja or madhyama of the midtile register 
according to their indirect origin in the jrt(//rr-grd«Mi or niadhyania*grotna 
respectively through the jiiti-s and the like [grdnubrdga-s, bhdsd s etc.), it 
is seen that in practice nlgu s like madhyanuuff and tmjf which arc (in- 


'Literally rendered ilic text would read "which has ils origin in I lie nnnnlm (low) and 
the Madhya (middle) (*S* interprets (lint the terms low mid middle refer in notes (of these 
porlhulnr icgistcis). Also sec the fid lowing note. 

% SUmdrMna i.e. 'll is devoid of the low (nous), is in coiilrndiflion with the Dim 
fttfllemcnt that it arises out of the low and the middle notes. ’I licrcfor* 'S* is led to inter¬ 
pret Hint It is nn alternative structure permissible 
•//dfivi of ihc text. 

4 .ldhhnfa of the text. 
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directly) born of ntadhyanta • grdnta commence with middle yadja and not 
middle madhyama (ns they should in theory). 

Knllimit 1 a considers the high pafleama nml high ni.srda ns the highest 
limit for the pitch-range of the high register in r ad fa and madhyama grdma 
respective I v 3 fadh varna-grdma is the parent ruga of madhyanultii and to(li 
in which k(Ikall is used. If the initial note is taken according to the defini¬ 
tion, the high nitttfa has necessarily to he taken in madhyamddi and totff. 
Bui in Kallin:ltha*s time these two rdga-s were already commencing with 
tad fa. therefore, at that time high paficama was used ns the last note in the 
higher pitch range in these two rdga-s. and because of that high kdkall 
nisdda was out of use. Uf(arasvara sfidhdraitnd mahhdvasen of ‘K'may thus be 
interpreted as ;hc non-availability of the usa ?c of the high kdkali niydda. 

Pancama of 3 and 4 sruti-s being the distinguisher of grama and also 
being used as immutable, is used without suc'i distinction. The commence* 
ment of rdga-s with safja in spite of the ancient theory prescribing different 
points of commencement and use of one pancama arc pointers to a change 
in the entire grdma mdrcchand system that seems to have been already 
breeding by Kallinatha's time. Some of the typical features of this process 
arc highlighted by him as follows. 

In the krivddga rdmakrt\ madhyama gains two sruti-s of pancama: and 
similarly, in naftd. devakrt etc. fyahhannd dhaivata gain the first two truths 
of antara and kdka f l % and thus each obtains five Sruti-x. which is quite con¬ 
trary to the rule. 1 In Srirdga. gandhara and nisdda take resort to the first 
one xruti each of madhyama and sad) > respectively, and thereby secure an 
extension to three truths each. Though such extension is secured in accor¬ 
dance will) rules, the three /n/r/-men sure of yadja and madhyama thus 
obtained is somewhat unhappy. In that context, ns he further observes, 
nab ha and dhaivata also gain the first one sruti each of gdndhdra and niydda 
and thereby extend to four Sruti-s each. Is this as well in accordance with 
the rules ? 

In dndhnil, paficama is given to be the initial nnd the ftrndamental note, 
as per (he definition, and also it has been demonstrated ns such in the 
prastdra ; hut in actual practice, madhyama is used instead. Similarly, in 
kartuVagauda. yadja is said to he the initial and the fundamental note in 
definition; hut in actual practice, niydda is used as such. Among the grdmj- 
raga-s. hindohi is said to he devoid of ryahha and dhaivata in the definition, 
but in actual practice rsahhan nd pancama arc dropped. Among the hexa- 
loncs and the pcntatoncs as well, at places the omitted note is taken in 
piactice. In some eases there is no correspondence in the relation of the 
parent and the derived rdga-s or there is discrepancy with regard to the 
relevant sentiment (rasa) or its proper application and so on. lit this way 

•The commentary of 'K' ns printed in Hie Adym cd of S R . tends 
instead of ns read by tts It is it matter of common knowledge dial four 

fruti interval is the biggest in (lie jfwwo j. 


m 


there arc to he found, he says, many discrepancies between the theory and 
the practice ns far ns the dc<i rdga x nio concerned. 

But all the same, ns he points out, it is no fault with deli rdga-s for 
they arc purposefully so composed as to cater to the popular taste of 
various regions. And lie quotes Aojanevn in support of his view, 

itat q lj?» 

tsfbmirg rqqi: it 

"The rdga-s that do not follow any particular rule with regard to 
svara. grdma and jdfi, but that follow the trend prevalent in the different 
regions arc called dcsi-rdga s" 

Incidentally, this furnishes us with a good definition of deshraga. Discre¬ 
tion, says, Kallinatlm, is the hallmark of whatever is desf in sangfta. vocal 
or instrumental music or even dance. Wherever rules are strictly applied, it 
becomes mdrga. Rven though *K* is obviously presenting one aspect of the 
divergence between mdrga and deli in defense ns it were of the departures 
of practice of his times from the traditional theory, lie does not wish to 
conceal the fact that the gap between (lie two was loo wide to he bridged. 

(x) jprH-’-'mr 

». qrfipnl 

5i^M5^*rvn«ir ptth qfqqqt i 

qnqqiTqiv u^vsott 
fafqq>«fa«m qmi^' fcfasrfq* i 
qqf5?r frqiTi m qqnrr qqq n»vs^u 

•nqrrqr qqqi murowi munq rftqf\ mninx qqq 
*rqn*rrr qqqsft qta? qfqqqj itf nnutm m umi i 'Tmmmmm- 
qtmqfq TlnqV nm i qqqtm nn qm *mmn uqqq> qtaraiq nt^T 
sm—i 

qmiqr qqqfq qqfa Mqfqm mu nn q qfqq < n'nfT»rqf”T qi 
ftqqqfqqi qrfqqqqrq qqr fq«n q*q qqfrq fTqiqqafqialq qfq q 
(q«qq) qfiTCl q?q qq| faq q *mi sfa qqtqq i 

?fq ’Kfrrqft i 

(*//) Miscellaneous bbAj Aligns 
I. Kaiiiki 

Kaiiiki is a bhAsii of Swhlhapabeaitui (rAgn). Profuse wilh nuulhyama and 
pnneuma, it has paiUaira for ils final, fundamental and initial notes, 
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mttdhyama as llic semifinal, note ami high uid/a % gAndhfirtt and nuulhyamo, 
and is to he nsctl in (Hie exptession of) emy. However, sonic have declared 
it to l>e a bhiiuirigo wilh epuipoised notes, high rut’ha 9 low fadja and 
nutdhvama and to ho used on festive occasions. (170-171) 1 ^ 


(ii) qqqqV.r-fl 

«|*qqi%q qlTT^I VTOT 'TI'cTORtTl'KT | 

qqq*qi 7 i qqqn qqqqql 

faqqqi qqqiiN gfqfqqq<ntsqjii \ 

q iqpnqq qql qiqiq 41 n qiqiqfq qi 41 m 41 qroi qq qiq qiqr 
qqqi qi qrqrqjqr i qq 4 l qtqi 41 qt q 41 qi qi i qqi ni 41 qt qwr 
q 41 m 41 *tt qqq*n qq wn qniqiqi i qqql qq 41 i qt 

qfq m qmiql fqqm qiqqq qiqj ^?qiwq t 

qt qq q 41 qi qqi nn qq 4 t nn 41 41 qqq 41 qiq»q qq qq 
qq i qtqi qtqi qrqi qiqr qqqq qq 41 qi qfq qq qiq i fqqqq 
fqqqqi qqqq q q qq qqqq qq q 41 qq qi i qqql 41 41 q» qq qq 
qq qq qr tfq ^qqrq i 

Sfq nqqqhn«f 1 i 

(ii) f{r 41 q qVi*jt 

qiqqRqqi qln^l qqq^iqsfqqtVfq: u^vs^ii 

qflqri qqqjt q q^lqi q>qq qqq « 
qr si qi 41 q 4141 q 4141 qt 41 q 41 q »41 qi 41 n 41 41 qt 41 m 
41 qi qrq 41 qqq 41 q 41 q qrq 41 q q‘ qiqtq qqi qqi q 41 q 4141 q 41 
41 qqi 41 41 qt 41 qr 41 qr qT—g w r q iq: t 

qfq qfq 4141 qt 41 qfq qrq? q 4141 qi 41 q 41 qi qqqq 4141 
flu qq | qqq (q«qq) q (q^Mir) q (qT»r) qqi qiq?qm 41 41 
41 q 41 qqiq 41 qi qr 41 qq qjqr ?fq wqqtq \ 

?fq ffr 4 tqqVi*j 1 i «fq qtrrol \ 
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2. Sunnijfri 


(/) 1 Prathanta • soar A v fr i 

Saur&ylrbhhayft is (derived) from pwh-anta iraga) ami has pafiaima for its 
final, initial and fundamental notes. Devoid of ryddm, it takes high yadja, 
gdndfdlra and dhaivata, low nunlhytmut ami a profusion of yadja and 
paficama. Provided with gamaka-s (shakes) it is employed in (the expression 
of) all the emotions'* as ordained by the sages (172* I73l>) 


(//) *Dviriya~saurd$(rJ 

(The second) sauruytrf. (a hh i^A) of (akka ruga has ytufia for its funda¬ 
mental, initial and final notes, a great piofnsion of niyada and a profusion 
of the other* notes, and a low nwdhywaa. Devoid oi pari* anta 9 it is (used) 
in pathos 6 . (I73c-I74b) 


3. qfaqr 


(i) RqqqPrqi 

qqqiqiqq qffrqi qfqq*qRq: W: m»*u 
qa«iviu^q;qrqi qqqqqri fTqtfcsrqi i 
q144f41?qq 41qqi qi7npqi»qqqi 
qiqr qiq qq qqi qqqqi qiq niq qqt qq qnnq qqr qiqi 
qqqql qVqqpf qiq qt qt qq414l qqi 41q qlninq qmiq41 qqi 
qiqi qrnqqqi qqqq qqi qro qni4141 qiqiqni qqqrq qiql 

41q 4141qq qlqiqqi t qint qqi qi41 qmi - ?qimiq: i 

qqqq qiviq’q qqiqi (qqqi T ) qqiqiqq qqqql 41qnn i 
aiqjqq qqnqq q?qqq qqqq qqqq utqtqql qq41q qqqqi 
qqqqq qqmiqqqlqqql qqlqiqiqqt n qi4f qmi— 5 fq i 


*Prothanm lit. meant ‘the first* 

% BUnvo is lei hntcnHy icrulercd iis ‘cmuiive sioiat«<*n*. 

*t)viliya lit. menus 'the second*. 

4 Tlml is, other tl»nn niftih which it said ii> Ur vc*v lunhise and which is the 

fondamentnl nole. 

% Karun*f of tlie te*t. 
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?fq qqqqfqm i r \\ 

(ii) fo-ftqqfqfn ' : 

fqqqq^isfq qfarn qijfaianqqqqT i 

fTTTOrTf^fHtX^ffqWT qqqrqt* u\*%\\ 
n ot 7 m qfqi* t 

*rmi^ «sfl fn«nw q)tf hh^hi q*t«mnq qq* TNnn t nft 
mm ft ft ft ft ft ft qqqquro qtm iwr nrd i qiqrft i 
TO f| nrnmr^ vft ftatqqV» qtqtqq *WV *htt *Wt 

q^y VVm qq> qq> «mim qfrq n*& *n*n VWWKW* wi 
qvfhnqiin qrrt qini ftft n*rm rWrmni flqrfNta? wft q*ft 
tnqT~s?mqiq:» 

(qg a ) qlqqfqq ft* ftq qfq qfq <ww wra** ^ m 

qq i qq qfft tnqi-qqqbnqrft q*ft ^ 

qqftqiOT qsftqtaTOT—sfa *s*q > 

tfq fgfftqqfqqr i ?fq wfwn i 

3 . iMiua 


iwm 


m 



SSSSS 


■ ^J^+Sl^iVL 
«Sj 


l aim is a MWj* of (akka (raga) having smooth and acute notes. 1 
takes v„//<i for its fundamental, initial and the final notes and a low faffiL 
Devoid of rf^bha and paHfama. it has high gdmJMra and .//...oW and is . 
Stored by the experts to he (used) in (the expression of) valour and festi- 

vitics. (174c-175) 

(,< /J2m! m conceived by MataAga. is also (accepted to be) in 

Wii!, dhaWaU, for its initial, fundamental and final notes, tt ,s provtded with 

takka (he second /«««» i« »l*» » bhifi of bhnnn-ptfla. 
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slightly twisted. 1 high and middle i»ibha. gJndJra and madhyama , and with 
a low dliairala. It is employed for (expressing! tenderness and affection. 
(176-177b). 

(i) qqqtfqjq) 

q§qf q?qq* qq mtiffn n?v9v»ti 

qwnqtrnun mnrr qq^qf^fqqf: i 
qqqiri qqqqqn qqr qqri)rqq> i^ctt 
qiqiqtqr qfq? qfott *tt i tjn m*rt nt*n niqt q»qi qtqqq qrqr 
qqqq qVmqi wW) qfq q*)qf q)qi*tt i qqrofqiq qiq) Hbit qqiqnn 
tmt nft q*Hf qql «rV nmi s?qraiq: t 

(qtqq) q (q^q) q qmt*Tm I q’fcftq'fcft qqqlq ql*nqr «T*TT 
qqqq) qi«nqqq(q qfcftqtq>Oq"l qq) qsft qqqtfll qqqqqq qq qq- 
qq qfcfttiq qqqq qqfeftqt qqq'feft q>iq)qqqqq qq qq qq) qq) 
qffqlq q)q>^qd>qqq q*I q)q) qqq<t qtolq'lq q)qqqqaqtq)qqqr 
qt ?fit wq^q t 

gfq qqqqsqq) I 

(ii) fffcftqqqreV 

qaqtft qsqrtsrqffq q^iqnqqq?qqr t 
fVqiqqiiqqgqm wi qqqi: ?qt: n^\»e.n 
fqqm frqgqrtTqi qqfq^mlPiql t 
qtqtqr q q«» qfV ft ft ft ft qqqqq qqntq qqq’ft ftftanft- 
qiT> t qjf) qrai qtr^ qtqt nini qinq^ f^qrqr qq- 

aqqq qiqrqqqq qqqqq qqqqq't^TV qf^q^ T^qqq qqqqiqf i 

Mleir, in t\m context *S’ inlcipiHs ialiut as killcutrakra i.r. sliKhily twined. Ii‘i* 
wotlhwlitle in bear bis inlerprelnlinii as «ivcn in n»»le-b abnve. I lie usage of ibis word 
in Ibe pbrnic iatttf wAe is quite iion leclmical. 
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«Tq^t Tlmrlmmmmiml iwnWMW «rt •„ 

•rt ftft mmiT^ ftar WWWWITWf ^TUtHIT: I 

t irffcre mi w «nrft# T\r\mft 'mrct J 
ftm j m tmnmrl Tlmim wwran 44 «#w t 

qqi^ttf qiftn rnimRtm- - *Wt I 

?fH > 

(iii) 

«n*^ q^MTI It \con 

fnpffT fanfamrar tremJjmuBtfewn t 
atft^tn ii$c$u 

snrnmm mrrlm qwm aimnit m tVO m tW *t at mretm [ 
«n«n tt *n<n*rr i tt mm m wi ** T ***^ qrc "t 1 ^* ,qT * ; 

m<ra j>y mlTtaretaulmnmtf mwrctaraul m'n*n«rmvnm- 
wttt mrWtmftmm i amlm mm «m rnmqmr <mwm mr mat 
Hi qiqn rmrffff ttarawml’ntl ^wi- twraw: t 

nsr fyr\ mrfVfT <n fvr «nmnq **▼>! nmrofr mt «nt m 
(irr?r) n qrmimnft (*T53t) mt frfr mr 

n fan ft: mw «ro h*t 4 frfr mi frft mrnmi frfrttfTttDtWT- 

ftm—rffl wq i 

tjtftxra^rO i 

(iv) 

tianft fvHm^tsf'T smHfaurg^mrr i 

fmiVMm i mmn fr*rafcim «t*;^ti 

mm mi mtoPt fMH tmrl hr* Ufa ww *tm *fat mumumn 
tmft mm im mmmimprmimimifal t sifafal i mrta«imWt*?m- 



m 
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mm 


*mmft sftsft «nl mft sfaffafa (mm) n mftnl mil **? mr 

ot mt sftsft mil ir! *ft«i sftti nt rrnm stlmi) 

i mm mnfV mit mite n*mmwf t sflmflmfaflmflmm 


—jfa *w*t i 


?fa i ?fh 


4. Saimthavi 

* (0 Prathama-saimiharh 

Saimthavi is fourfold. The one that is a hh.lpl of takka (niga). is devoid 
Of rpibha and paAcama, has ,W/V» for its final. the fundamental and the 
; initial notes and is replete with graceful shakes (gamaka-s) and swift' notes. 
H With high ,W/a and gAmttuira and low fmlja ii is to Ik sung in (the context 
oO all the sentiments. (I77c-I7K) 

(it) D vilfya-saindfiavT: 

Saimihavl is also (a AA<I/<J) in paAcama (rAga) with paAcama for its initial 
fundamental and final notes, and rfa him and paAcama for its semifinal notes 
Graced with shakeful notes* it takes high niphta and paAcama and profuse' 
Manna, and i* employed like the first one.* (!7<MHOh) 


fm 


I* (W) Tritlya'-saimlhavi: 

I Saimthavi is also (a hhA,a) or mAlavakai.iika (rAga) which has a soft P aA- 
eama nn< ' n * ow i a ^l a ‘ nn d which is devoiil of niphla and gAmlhara. It has 
; larfja for its final, initial nnd fundamental notes, nnd is meant to be used 
r for (the expression of) all the emotions.* as declared by „<<l rtigadeva* 
(I80c-I8I) 


$ if**Mi« itara la. i. overuerped note- (, f S.R . it 1 . t?/, „| k „hvi.>,.,l v the e *. 
| Pn ^". ,% ""‘'“f'ho.icollv »se.l in the «rn V ..f ,|,l v ln L f „- a , „ >lr „., rlrtl by 

a * *««p*«* ’grarefnl with gnm„ka , fsMVes. on «/,«,/„. ,lh„„„u, and roHrama.'. 
\ wh,ch not neenrd with Hie lesi avail.thlr to ik. 

; ^Tliat U, irt nil flic ^enfinirnti, 

4 7 W//i*<i lit. menns 'Hie thinl*. 

. • *RhAtn ii technically mi emotive Munition. 

*So^hah mta lit. Mhc fion of Sodhnla*. 
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(ir) Caturtha'-xaindhavr. 

Sirimtlmi is (again n hhayil) «»r hhima-sadia (/vJjtf) ns well which has 
dlmivaia for its final, fundamental and the initial notes. It takes a low 
I ttmi villa, is devoid of nabha and paUcama and is to he used in order to -so 
stimulate 2 (the prevailing mood). (IH2). 

y.. 

(i) TOqqW** 

WW* ?qrq TOTOnqqiitfaiTO i 
TPqqVroqqqrafqT qftsfaqi ii^c^ii 
qroqqrr q qte q rm fqqqonqq to: i 
qi qi qt q tmimTi«mmim'iT qrqiqqtqt qq qqiqiqroqTOT 
qniqmq'mt i qrqiqqTqqtqtqiqiTOiqqiqiqiq qqiqiqT q*r *nqr 
qimqiq tot qm tott qrqr *nn qror qTOT » qrqr qiqr tt qroi i 
qtmrq toitot totot tottot TwrowrawinroPwi qt—vnraw: \ M 
(«tto) qqqqqqqqqqt (qqq) qqiqtqiqwi qiq toito tot 
qqqiqiqt qq)q qqq qqqq to qq qq qfqqt qqqqqtqqTqqiqqrciT 
—?fq qqtpq I 

qqqqbrt i 

(ii) fffrftqqM 

qq^qqr qiTOqrqaan qfTfqqiqqiqt i 
TO*TOT qft eq^q: It**: VI 

qiqt ntfq qiqt tot qroiq** q*qq* qqqqqqqq qqr qqTqqnV 
qiqrqqqqhO to to tot qq qqftq qi qq* *fWqr i toV*w qtqr* 
qi | qqqq* q| q? qblT qiqt t q"*qqiqT q|qiqq*t q*qqq* TOqqilTOT- 

Ti itumtut lit means 'the Tomtit*. 

WtMfpami is technically a rihhAva i.c. the exlcrnnl situation that stimulates and 
feeds tho sth&yi’hhAva (the prevailing stable slate of being ns experienced by a subject 
usually the hero of a dramatic performance). Thus, utldipana is not just a stimulant. 


sSjiSi]Ss 

w 

Mg™ 

■&&& 






135 


Section 2 

qqpr qr* V* qq q qfqtq qfr r qrqqqrqtq ni qqnrrWt qtq q*T*r* nrq 
•ftrtqsft T*qq* qtqt wotto: • 

qtqhrqqqiqqqqratqqfir qOm qro qro qT tot*t* qfqqt 
qtrt qfcrql f*f* qt q q'h'talqiqqqt qTq'taqqqqqqqroVt qtqqtq 
qtqrqfq (Mr wtqr—jfq fqni i 

?fq %q*qqhA i sfq qWt i 

5. Gaudl 

(/) Prathama^audl: 

Gau<fi is a bhtlftl of bhubla with smffa for its final, initial ami fundamental 
notes and profuse gamaka-s (shakes) arising from paficama. Devoid of 
dhaivaia and nabha it takes n low j adfa and is employcfl by the learned in 
the dialogue of lovers 1 . (183-1 R4I>) 

(//) Dvitlya-gaudJ: 

Another gaudf with }ad]a for its initial, fundamental and the final 
notes is (a bhfifti) of mAlavakaisika (rrtgr/), which is enunciated by Mataftga. 
It has high and low fadja and a profusion of ni pitta and is to be used in (the 
expression of) longing (of lovers) in separation, or in (the context of) 
valours according to others. (184c-185) 

v qrs«f* 

qife% qiroit qm q*qqor qfftqqr i 
qrqn qfqqqijlV: ftqqfeMfqqm 
t^tt qrqrjjqqfqt qqqtqr frotfsumf i 
qqrrr mq% qqrqqwnqrTTOCTqT 
qiqrqm qiqmTcnqtqt qrfqqrfqqi quit qiqiqtaqtq qrft qnft 
qiqqt qiqmqtqr qqtqq qqqfTOTOqqfqqrqtqrqT qisftqqiq'q 
qfqqtqt fqrnq fqqrqt qrqt qft qrqt qimfroiqi'n— 

qrqq* i 


*PriyasnmhMfaria lit. would mrnn* conversation with the beloved. 










136 


137 


The Discernment of RSga4 f 


6. Triivam > 

According to Yasfika, trAxani is a bhA$A of pancama {ntya) having f<ufja \ 
for its initial and the fundamental note, paneamti for its final note and a. 
prolusion of fa<Jja t fffihha, paficama and madhyama with nif&da and 
x'tmttwra 1 in concert. According to others, however, it is a bhA$AiigQ. \ 
With dhaivaui for its initial and the fundamental note, it is devoid of n if Ada | 
and pancama and of the higher octave Pervaded by low dhaivata and « 
gAndhAra, it is profuse with madhyama and is employed in prayelr. 
(186-187) 

ts. fpm'V 

mm \ 

mwn srafam u \ wii 
*rmmmPi*Pm friT «vtaitu i wmvnm i hwwt 
nm iS i Piqt aPt n*rnrft it aft <rt ; 

wPrft flPrcta Prm^T t tfPmfaft OmmWV Pt^utV i flPmt m i 
m tttt i innfifWtai mtfmnft it 

t 

qfqt i qfqrlf) qfqfqft qfor) <frsOfrt qi—??qmiq: i 

quft Ttai xft ht i jftTHIq qtartWr q^q?> qta (qsqq) q 
(qiTqrr) qnft qqTVqnftnftaiqO qql t^i Tteftqiqr -?fq *qq»q i 

?fq fpigr* i 
7. Harsapuri 

Hanapurl , a hhUfii in mdlavakaitlka (raga) will* n low fadja, has fa<Jja ; 
for its final, fundamental and initial notes and high madhynma and pailcamtt, . 
Devoid of dhuhata it is used in (the expression of) joy. (188) 

c. qrqiqV 

qyqq?q fqqiqi *qn§pqiqV qxffq^siqiqi | 
qiqftqifa: qqfqq?qiT?qqrrfTT5rqfc 
«n«n qrq *TT*ri 'ti'tt \ *n*n xftqr qiqqqi qtqi i qqx qqr fl^*wi 




m 


m 
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qiqq*it sftqsftqt qt qqqiqi qTqqqn^n^Vji'n'nqq'iqjftitfaqt 'ii'nqi 
t*t fqOtqiqi nf qqfi ftttrwqmwwmtqi jwmw: i 

qt (q^qq) qn n«r qf*?«r nq qq qq qqfq qqqrn qtll \ qqqq- 
qq«lqqqfqqqiqqfqfqfq qfq fqqqq qqqqqfa mfa qfcm qiqi qq 
fq qrfq fqqqt qq qqqqiqtqqqqqqqqqqqqtnqi ^fq qqqn? ) 

5 % q*qi*ft i 

(xi) qq^fqqf-qiqqi-sifq^ 

(i) zqqnpftrq;: 

qqrm qeqqiqisq qqqr^qqr^rqq:: \ 

f' 

qqqtqqjpqiq: qriqt?qqiT?if3iq: nH"" 
qir^ft qstqwnfirnmiqqqTffqq: \ 
qqqz q?% qqqq?^ qts^fqjqiqjfc ii^^it 
q^ 3 l §qqi%S^ qqqiq% t 

q«0qq«ft q^TqrmqnrqqVq^fq: ii^^h 
qiqi qqi qqiqqi^Hnun qfqsftq nOqqi qtqiqqi qflTfai qra- 

qqflTlO qiqqrq OiqiqiqrqtfW qiqmiq qrqqqqr) irqiqqqqq. 

Thctq qqqqqrt qqqq qsftsftqt q^qq fqqt qt qtqfqiqt i qqqiq 
qrqqrqfqqqiOT qrqiqiqr qqqq xrft qq qqqqfr qf^qqqqqr 
qiqtqrqr qiqqtqqq qqqqqqfrfT qqqf^ qqqqqqj q?qrqq qqqq 
qq qqiftqqtqfqqr qiqt tsrfqqi—^qnqiq: t 

qrqfVq qtfrqqiqiqi qm qmi qm qqqiq qTqiqrqiqTqT qiqr- 
qiq qq qqimiftqi qqqiq qrqqiqi qqq^ \ qq qq qq qq qisq- 
qqqf qqqi qqqiq qqrV*> 7Vr> qq qqrtq qqmq qqfrq qqqq 
qqqq qqqqrqiTtqq frqiqifr qqiqqi qiqi frq fVfVqq qqqq 
qiqfqoi qiqnni qqqq qqqq qqqq qiqi—9% q»7qq I 


'PviirutiA ii. |hc notes having two frttti-s. 
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qr 
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qT 
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qr 
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z 

S- 
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ft 

HT 

qi 

qi 

ft 
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fie 

q 

fq 
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q 

q 

ft 

v 

tit 

qt 

qt 

qt 

qf 

qf 

qi 

qt 


TT 


qt 


q 

q 


q 

y. 

qt 

qt 

qf 

qf 

qt 

qi 

qi 

qt 


* 

q 

q 

5 

q 




X- 

«rt 

qt 

qf 

qf 

m 

ft 

qr 

qr 


S 

fq 

3T 

q 

T 

* 

q 

q 

V 

ft 

ft 

qr 

qr 

qT 

Ti 

qT 

qt 


qt 


fq 


q 

q 

• 

fq 

3 

vs. 

*TT 

qr 

qr 

qr 

qi 

qT 

qi 

qi 


?f 



q 

q 


q 


c. 

q? 

qr 

qT 

qT 

qr 

qr 

qr 

m 


far 


q 


% 





— 1 5?«T»fafcnfT 

sfa sWrsw: l 

(ii) *H*prr (mim) 

*T!*WT rTf*T KTOT m Tg hp t mwfaffl I 
WTTOn> ere fqunH quq &^ q 1 ! I'UV' 
pimmfr m*rrrmT nrfhwiT 'ramwft «rmim i 

?0r »TT5pn i 


(iii) (fawn) 
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«TP*TTt5WjrT WWT fflfatf FTf&'JnfrPTT I 

wnat ?Pt u i*y» 

mm*n*n «u«n qmt ui^t im fa^rcrm nrnfa urifamm 
qfaqr t 

ffavitinft 

*fa TPTT^rWpTinnq fgtihi nqtrnm 

n?fa *famqwfaOTfaq>r^qpmfaqffl'*'rfik?fa«PPg5T- 
faijrjtftair^qfarfaft ffa'hnPYi*^ *mf«fa<f;i«iiui> fgHta: ti 

8. Bhammtni 

Bhammiinl is a vibhdfd of paftcama (rdga) with a low }adja % It has paftcama 
for its final, fundamental and initinl notes, and high |rf<//ri, nntdhyama, 
nlidda, andpaBcama. Devoid of f/oMr?, it is employed on festive occasions 
(189). 

Takkakaisika-mala r<5 and dr drift' 

(/) ’fakkakaiiika: 

Produced from dhalvatf and madhvama (jotis) fakkakaiiika has dhaivata 
and its fundamental, initial and final notes and is graced by kfikalfand 
antara. Set in the uttanlyaiil* with prasannddr in the ascending varna it is to 
be employed, according to the experts*, in the fourth quarter of the day, to 
the endearment of Lord Siva and the Cupid for (expressing) disgust 4 
Accompanied with terror®, in an amorous and brisk dance, while the cham¬ 
berlain enters* (the stage). (190-192) 


‘The third mtircchant of the sa grime », commenting with dhaivata. 

•Nome of an aiaikira. 

*Budhaih lit. means 'by the learned or wise'. 

'Btbhafsa of the teat is also rendered a* abhorrence by some. 

'Bhay&naka of the teat is lit. nn nd fee live hut in rhetorics is used for a noun. 

•We are once again reminded that the rig a s were song in dramatic performances. 
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Akfiptikt); 


1. dhA 

dhA 

dhfi 

dh5 

dha 

ma 

pn 

pa 

Sri 


ma 


tka 

!<* 

ta 

ta 

2. dha 

dha 

rl 

ga 

si 

sA 

rl 

ga 

vi 


U 

ta 

ma 

da 

ma 

di 

3. dhi 

dhi 

mi 

dhi 

dhi 

dhA 

dhi 

dhi 

rd 


mo 


da 

ma 


tta 

4. mA 

dhi 

mA 

dhi 

dhi 

dhi 

dhi 

dhi 

ma 

dim 

pa 

ku 

lam 




k dhil 

dhi 

si 

si 

ga 

rl 

ma 

ma 

ku 

// 

ia 

dha 

ra 

ka 

ma 

la 

r». rl 

ri 

ma 

ma 

dha 

rl 

ma 

ma 

VO 


ni 


pro 

Ntf 

ti 

nu 

7. dha 

dha 

dha 

dha 

dha 

dha 

dha 

sA 

tarn 



K<* 

na 


pa 


R. dltA 

pa 

ma 

dha 

dha 

dhft 

dha 

dha 

tim 


vdn 


de 





The purport of the song is as under: 

Obeisance to Ganapati, who is saluted by gods like Brahma and Indra 
and who lias intoxicated a swarm of black bees by the fragrance of the rut 
oozing out by the sides of his charming temples. 

Thus ends (akkakaisika. 

(//) Malar A {bht'nA): 

MalavA which is its bhaja, has dhaivata for its initial, fundamental and 
the final notes. Sadja and dhaivata , and ffahha and paiicama are here in con¬ 
cert with each other. (193) 

(///) Dravldt (Vibhasa) 

Drdvidi, its vihhdsd, has giirtdhdra for its fundamental and initial notes 
and dhaivata for its final note. Gdrulhdra and nifdda as well as fadja and 
dhaivata are here in concert with each other. (I9i) 
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In his commentary on fuddhakaiiika (30c-32 ante) *K* observes that 
even though keeping in view the principle of Mctnngn, fakkakaisika is 
related to iadja-grAma only despite the fact that it is derived from dhaivati 
and madhyanui jati-.i that belong to the two jtnmw r. because the paheama. 
of four truths is available with it in practice and because it takes all the 
seven notes in theory as well, yet SArrigadeva lias rightly classified it as be¬ 
longing to both the grAma-s (S.R. II. I. 12). This happens to be so because 
according to Kafyapa (as quoted by Mnlnrtgn) takkokaiUka becomes pen¬ 
tatonic by the omission of nifada and gdndluirai and it has been laid down 
(vide S.R. 1. 4. 30c- 31 a) that deprived of ffahha and dhaivata > and nifdda 
and gandhara fourteen pentatoni SuddhatcAs (specific combinational note- 
series) pertaining to madhyama-grAma arc formed. Thus, SarOgadeva's 
definition is obviously based on the validity of both the authorities. 

It will be observed that the author has not described the characteristic 
features of all the rAga-s mentioned in section one of this chapter, specially 
of those that are not known to be the parent rdga-s of the well-known riiga-s 
of his lime. But Kallinfltlm has endeavoured to give in some detail the cha¬ 
racteristic features of many more rdga r on the basis of the traditions of the 
schools of MataAga and Afijaneya. Here it is proposed to enumerate such 
rAga-s in association with their parent rAga-s. 1 


'See appendix I. 
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List of raga-s defined by Kallin&tha 1 2 


(<j) As derived from parent raga-s: 

No, Name of parent Name of derived Name of the 

rAga bhAfA derived vlhltAfa and 

antarabhAfd (A-B) 


1. Sauvira VegamadhyamA, sAdhdritd - 

gAndhAri 

2. Kak ubha BhinnapaRcami, KAmbhoji. Abhirikd madhukarU 

madbyamagrami, madhuri So lav A han't 1 

sakamisrA. 

3. Jukka Tray an A, travanodhavo, Derdravardbni, 

veraAji, madhyamagrannul, Ahdhri, gurjari* 

eh a, mAtaravesari, chevdfi, bbAxani. 

paAcamalakfitA, paiicami, 

gAndfulra-paftcami, m Atari, 

tana valitA. ravirandrik A, 

tan A, ant halter i , dahy* I, vesuri. 

4. Suddhapancanta Tanodhhard, Abhiri, gurjari, 

ftndhri, rttAngali, bhAvani. 

5. Bhinnapancama DhaivatabhSfitA, suddhahhinaA 

vardfi, visalA, Kan4ali 

6. fakkakaisika A falava, bhinnavalitA, 

drAvltfl 

1. Spoken of by Matariga and Afljnneya. 

2. An antarahhAjA. 
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No. Name of parent 
rfiga 


7. ilindola 


Name of derived 
bhAsa 


Vesuri, ct/tantafijari, ?adja- 
madhyatnA, madhuri, bbinna- 
paurAli, mAlavavesari 


Name of the 
derived vibhaja and 
antnrahhAfa (A H) 


Botfa MAngali 

M AlavakalMka BAngAli, ntAvgAli, mAfava- 

rr.utrt,, khaiijnni, gurjari, 
pan rati, ard/tavesari, saddhA, 
mAlavarupa, Abhiri. 

GAndhAra-paftcama GAndhAri 


KAmhhojt, 
de vAra-vardhani 


Bhinna-fodfo GandhAravatli, kacvheli, 
svara-valtik A, ntuuhni 
nu.dhyatnA, suddhA, 
dAk finAtyA, pulindi, tumbttrA, 
tad ia hhAfA, A Aiindi, 
srikanfhi, gAndAt i. 


pour All, mAtari, 
k Aiindi, de vrfravar- 
dhani. 


Vesara^Arfa ra NAdyA, b Ahya f A da ra 


M Ala va-pancama 


BhinnatAna 


PArvatl, srikanflu 

Vega vatl, bhAvanf, 
vibhdrani 


TanodblturA 


(Faftcamajadjo) Pot A 

Revagupta 1 flak A 


Pallavl 1 


BhAsavafito* 


KiranAvalP 

Sdkavalitd* 


According to another school. 

•The parent rAga is not known. 

•These are antarabhAfAs that are not assigned to any particular parent 
rAga. 
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No. Name of parent Name of derived 

ruga bhdfd 

Name of the ~ 
dcriven rlhhaja and 
antarabhrifd (A-B) 

( b ) Other forms: 



Upar&ga-s 

1. ^ak at it aka 


4. BhAvanApancama 

2. Takkasaindhava 


5. NAgagAttdhAra 

3. KokilApahcama 


6. NAgapaftcama 

RAga-s belonging to no sub-division. 

1. Nafta : 


6. Dliwnt 

2. fthAsa 


7. Karularpa 

3. Raktahamsa 


8. DesAkhya 

4. KolhAsa \ 


1. Kaiiik ok ak ttbha 

5. Prasava 


10. NaffanArAyaao 

The ancient well known desi rdgas: 

RAgA/tga-s: 

1. SankarAbharArta 


5. Riti 

2. (JhanfArava 


6 . ParnAtikA 

3. Hathsaka 


7. LAfi 

4. Dip aka 


8. Pallttri 

BhAfAnga-s ; 

1. GAmbhirl 


7. Nilotpali 

2. VehAri 


8. ChAyA 

3. $vasitA 


9. Tarangini 

4. Utpali 


10. OAndhAragati 

5. Golf 


II. leranji 

6. Nadd atari: 



KrlyAhga-s 

The definition of the twelve kriydnga-s such as bhdvakrt etc. is the same 

as defined. 

UpAttga-%: 

1. Punt A fa 2. Dev A la 

3. Kurafij! 



Chapter III 

Miscellaneous Topics 

(Prak irrtak ddhydya) 


fTffor: sn?l learnt: 


„ (i) flwfrafosu 

4, 

aw x*t«wi i 

%■. ^n\*nni«n< 

% Section 3 

(iJ Author's announcement of the subject:' 

Sfirrtgadeva, the best of the learned, now relates the miscellany', the 
excellent 2 elixir 5 of the ears ami the substratum of ties! and rnftrga 
[\ Uafigita)*. 

\ ‘‘K* explains ihat Hx miscellaneous chaincin consists in il*r fact llie topics «lcalt 

With in this limpid f« 11 outside the ilnivum «*l i lie subject nut I let nf tlic honk. 

Per example Chapter -1 deals with $ rant ttoneM haptcr II with the tdgas, Chapter 
3V with the prntuvutha t and so on. 

% An6kuhni ion «iAc#/<r#ftl til. unobscurc.,ot in detail (WWaiii) ii« interpreted hv 'S*. 
b explained by *K‘ «s the capacity to signify the meaning without nariowing it, 4 i e. 
gfe Other words, 4 lire capacity of being hem cl deafly. 4 Ilowetci, the c'piession is nega* 
> fbt even though it refers to a pmitive c onion. s»o. «* o empl<>\s n double negative, so 
tOUy. Moieover. it i* a part of a metaphor ’the rurllml elisti i»l the eats 4 . which 
jfytill be elucidated in the following note. It may be pointed out, howevet, that the 
^Ofl|ia*l double negative has been rendeied in a single positive in view of the Inghsh 
■ ddtom. The word excellent in viol the literal erpiivnlent of ibe oiigtnal r andkufom but it 
gft expressive of the metaphorical significance implied. 

jjjj* 'Ras&yanam is a medicine that enables I be organism to overcome physical decay and 
gb the elixir that prolongs life. Mere, the miscellany (i c. the collection of miscellaneous 
topics to be dealt with in this chapter) is metaphorically described ns the excellent clixit 
the cars. In othci wotds, the author ’s dttciipiion of such topics is not only well 
||frcrdcred hut also essential tiHhc understanding of his exposition of music, and at the 
‘ \ibtmc time it is interesting as well. 

j* 4 fhe topics such as the definitions of the master composri and the I kc, foimitig part 
this chapter (ns well as Ibe entire woikl ate common to the exposition of the mdtga 
god df<( music, and therefore the miscellany of this chaptci is desuibed as their 
"Wbiltaium. 
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In the last chapter the author has presented the definitions and the cha* ||i 
ractcristic rcnlurrs of various raga-s classified as gnlina—niga-s. raga-S, || 
uparagii s etc. However, the music so described depends for its manifesto*||| 
tion on the composers and the performers, their medium of expression,||j 
talent and so on. Therefore, the author now deals with such topics as theso,g- 
brought together under the beading prakirnaka. that arc of miscellaneous ^ 
character. He begins with the characteristic features that mark out a mastefj| 
composer. 


(ii) rrpr 

t»m ns * m w arr?UWfiT«ff: i»xn 

wniTOTfcraPT sfnnm** «nm 

H\qfs?r^Tgn 3«*ii<UMTfam t 

mmnww wn* WsiWwiyi uxh 

inaroom» 

frahm^fasnsi tnww u\n 

iitsn 

itvfrlTVTfTfHW MUe’HrTf I 

Xaifafafa^W «RTTrTTfq^m ttcll 

* 

aiTOTar ibftbmt *iWnrsnT*: ntn 

finnuitafa* ora rniyvsrg 1 

*3*tnr: tt^<*ti 






«fft «tf^n»tjoi»rqqiq»T T*r]d 11 ^ ^ it 

jlysnTisnnrrat <j mgqrTT: t 

(H) The definition nml classification of vdggevak dra (muster composer): 

2*12b. 

The literary composition 1 is said to be mdtu nml the tonal structure is 
called dhAiu? One who composes the verbal text* as well ns the melodic 
form is (known as) vdggeyakdrd* (the master composer) (2) 

(a) The best vdggeyakdra: 

The best vdggeyakara is (possessed) of these excellences: a thorough 
knowledge of grammar 1 , proficiency in lexicography, knowledge of prosody 
(lit. different in ting among the vnrimix meters), proficiency mi the use of 
(different) figures of speech, comprehension of aesthetic delight (rum) us 
related to (different) emotive states of lielng (bhdvnU mtelligciu familiarity 
with local custom,* knowledge of many languages, piolicieney in the scien¬ 
tific 6 theories of fine arts, expcrl knowledge of the three musical arts 7 , a 
lovely tone quality 14 , good knowledge of lava (tempo), t<ila (musical time)* 
and kald li \ discrimination of different infonniinns, a vcisntile genius, a 
beautiful musical rendering, acquaintance with regional Uteit) rdga-s. 
Cleverness in conversation for victory in deflates, freedom from like and 

•'S' defines mdtu ns poetic composition commit lo prominence through a singer or a 
musician. IViA is hi. speech and llieicforc by o»nlol implies l!*c seihal lest or the 
verbal tiiiiititreof n mu*real composition 

Utcyttm lit ilml which is Ihc ohrecl ol smiting, t e Mt »ii«. ilie toiwl ilivilimic sinulure 
of melody. 'S' defim s il ns grimmig turn hi w *»i«l«> ol being sling 

% \’Aggcyak&ra (Vdk I geya \ ktira) one who composes itie verbid ns well ,%s the fount* 
rhythmic struct me of the song. 

4 K* says tlial Ihis is itulicalivc of the ability tor Hie appropoatc use of winds. 

• S* observes that this is nccessniv to grasp the inlonaiions iCi'.iH pecirtuii to parti* 
Ctilnr regions. 

•rhe text literally means the sciences of the nu»n\ line arts 

The three musical arts included in the comept of t#iri#iin \ \i. the v«nal music, the 
bit rumen I at music and dancing. 

*iifira is to he defined in this chapter, it icfers to Hurt specific <|uahiy of voice lhat 
; if characteristic of the individual body ns the medium of voice production 
■ f "The terms Utva amt #«i/u are to be property defined in Chapter V (Tiikuthydyu). | ? «r 
Ibe lime being, it may be umlerstood that tdht signifies 'sounding* and 'sdent' action in 
, Cyclic order designed to measure musical time, and hmi (in ihc ancient theory) is die 
interval of time in between such actions. 

l *Kat& has more than one denotation, but in this context it signifies a unit of td/a , 
itoundlng* or 'ontotmdinp'. Tliese will be dealt with m Chapter V. 
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dislike, 1 aesthetic sensitivity,* a sense of propriety in expression and new 
melodic forms, knowledge of another's mind, maturity in the understand- i| 
ing of dilfcrcnt (varieties of) prabandha-s, the ability to compose -f 
songs nt short notice/ the expert knowledge of composing different ^ 
verbal structures for particular melodic forms, maturity in producing 
gamaka-s (shakes and graces) pervading the three registers, proficiency in 
(the presentation of) different (forms of) alApa and attention. 4 (3*9) 

(b) The average vaggevakara: 

An average 51 vAggeyakara excels in composing the tonal structure (dhAtu)< 
but is relatively not so good* at composing the verbal structure (/iid/ti). ^ 
Even though able to compose both the tonal as well as the verbal structure 
(of a melody), he is immature in the prabandha-s. (10) 

(c) The bad vAggeyakara: 

A bad vAggeyakara is a composer of beautiful verbal structure and poor 
tonal structure. (11 a b) 

(d) Another criterion of classification as best and average: 

The poet who excels in (the presentation of) the substance is best and ^ 
the one who excels in form is average. (II c d) 

(c) The unworthy vaggeyakAra: 

(The vAggeyakArd) who composes verbnl structures and sets them to the 
melodic forms of others is (called) kutflkAra* (12 a h) 

A musical composition comprises some verbal text, usually poetic and or ^ 
literary excellence or even verbal phrases (meaningful or meaningless 
syllables) which is set in tonal rhythmic structure or melodic form. Thus, 


two specific capacities are involved in the composition of a musical piece 
viz. its verbal structure and its tonal-rhythmic structure. Correspondingly, 
an excellent blending of these two different capacities is rcc|tiiied of a per- 
| son who is expected to be an independent artist and a real composer. The 
author here classifies the calibre of vAggeyakara's (master composer) into 
^ three grades viz. ordinary, average and extraordinary which correspond to 
jf the Sanskrit notion of adhama~( lit. the lowest) madhyama (lit. the middle 
/one) and uttama or vara (lit. the best). 

The best vAggeyakAra besides having other excellences enumerated in the 
text, is equally proficient in both the arts viz. the art of composing the 
verbal structure and that of the tonal-rythmic structure of melody. The 
overage vaggeyakAra is proficient in the art of composing the tonalrhylhmic 


lure, but poor at composing the tonal-rhythmic stiiietwrc. Obviously, for a 
music composer proficiency nt tonnl composition is of greater value. I his 
fact is pointed out by the author through a simile. Just as, he says, the best 
poet is concerned more with the meaning of the words used by him and tlie 
thought and feeling and the beauty of the emotion that (hey are designed 
to express, than the words themselves, so also the best vAggeyakAra is most 
concerned with the tonal rhythmic structure and not with the words on 
sfc. which it is built. Similarly he says that, like a mediocre poet who pays 
greater attention to words than to the meaning, the substance, the vAggeya* 
kAra who composes poetry which he sets to the tunes composed by another 
is a kuffikAra i.e., he is neither a poet nor a music composer; he is a 
blot on the name of both. Thus, he is unworthy of being called a 
vAggeyakAra. 

(iii) —^TST^IT 

m«i Ivif sr q> qfat q u 

qt q% %«TH *Tni WTlfa: I 


'RAga is a text variant available to ‘S' ami seam to be more in line will* th*$a which 
i« its opposite. I lie Adyar l ; d. text reads ro$a instead, which K* elucidates as vAeika- v 
ttttuirin < I it jealous a inter expressed in words). As against that, he interprets dvtio 
as mental violence. 

a .V(ln/r<iM til. having moisture, is a metaphorical expression for a sympathetic and 
a sensitive heart. 

•|,il. quickly, implying ready wit. 

<4 S‘ defines tmu/hrunt as the power of determining ihe older of succession. pilrvApara* 
vittUcifi'. 

*1 .it. the middle one. 

•Seem* to have been used in the sense of a bad name. 





(iii) The definition of gAndharva and star Adi: 12c-13b 

One 1 who knows both, the rnArga and dest (sungita) is called gAndharva , 
while one 2 who knows only ntArga {sangUa) is said to be svarAdi, (12 c- 
ijif >3b). 

It has already been said (cf. II. 21 c-24 b) that "gham (vocal melody), 
vAdyam (playing on instruments) nntl nrtyam (dancing), all the three together 
constitute sahgfta which is two-fold viz. tnArga and deft. That which was 

•"•The Mutlciant. 
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discovered hy Rrahnw nml (first) practised by Rlmratn and others in the 
audience of Lord tfivn is known as mArga which definitely Inflows prosper 
rity. while the xattjtiia that entertains people according to their taste in 
different regions is known as deif." 

This history of the concepts of mArga and deti reveals that these terms 
wcic mainly associated with rAga-s. (Ala s and prahandha-x. Knllinatha'8 
observations on II 159-160 indicate that the main distinction between 
mArga and de*i in the context of rAga is that, while the former is strictly 
hound hy the rules and regulations of the grAma-murcchanA system, the 
latter is, by and large, free from it. Therefore, the melodic structures from 
jAtl-x and grama t Aga s to antarabhApl-s are roughly included in tho 
mArga saAgUa, while the detl rAga -:? dealt with hy Sfirrigadeva in Section 
two arc included by him in deii xangtia. This indicates an approximate 
division. Another important point is that Kallinatha also identifies the 
concepts of gAndharut and gana with mArga and tie si <cf. his observations 
on the firs! two verses of chapter IV). Obviously, in his time the earlier 
distinction of these concepts was no more considered to he significant. 

(iv) 

(*) 

n^ii 

U\X\\ 

atTU^W5fHTH5T: facW*: 11'XII 

ai^r^um’qTT: It^n 

firam> OT^TffaTCT: t 

fjiTOTtift » 

(*) *fs* mm y: 

q«T: q*f<TTq?{kft farfrft *TH: llt^H 
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wj*t) «r*nnrnrv: 


mm 


PI 


wM 




7{c;r 




mm 


mm 




m 


M 

fm 


§|P wiWV mijtftm: i 

Sits) 

Ife Twn.w<« n x &n 

i|§v stain: mss ns: i 

fai" sw: fswsmft ss: sms u^«n 

pj WfVTT &fcT jftsa: ST^S^SS?*: I 

p : TfsSft T^SUft: n^f II 

te »ftmmfimsiSTSf:3cissf: sfesftftm: i 

eStV' 

||. (?) Wwimc 

fe 'jrwt ssst ^rsmssnEffs ft finu 

jjjj£S4 

gf,' W* <?* s st sritantamiTss: i 

y sfofts> <nmqc ^>rm: iry$n 


B 


|| '(*?) m^n: 




fuftwinffinft msmsm: i 
STSqtfacssqisigTTWmpfsS!: ii^vii 




ISI 

i$fe 


SiraS 




|p : (iv) The definition and classification of ‘vocalists*- IV24 

m, 

|||' (a) The best singer: 

a jBfo 

B -- The vocal experts 1 declare 2 him to be the best among the singers who 
has an attractive* voice of good tone quality 4 , who is an adept in initiating 

|p 'Git at* a : Lii. one who is an espert singer, hm technically ir implies the knowledge 
pjr of both lhe theory and Hie practice of vocal music ai the higheM level, 

|§V 4 Lit, *is sunn* used in a passive construction 

Hi 9 Hjdya lit. that which appeals to the heart. 

*i*rira \ The specific quality of the tone that it native to the medium of lire particu- 
Jg. lar voice-production. 
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and finishing' (a who is well versed in (singing) the rdgrr-.r, rAgAAga-St 

bit A* Angus. kriyanga s and n/*dirg«i-.s, an expert in singing yrabandhas and 
knows the essentials of the different forms of Atapll : ; who commands a 
natural access to the gamaka-s (shakes and graces) arising from all the 
(three) registers, and a self controlled voice 11 : who is aware of musical 
time (M/n), nml is attentive 1 and indefatigable 5 , who knows sttddha* and J 
thAyillagtP (compositions), who is an expert in all the specific intonations 8 
(kAku\. who commands the movement® of different sthAya-s; who is freo 
of all blemishes, given to regular exercise, 10 mindful of laya (tempo), versa* 
tile 11 and retentive;'* who lias the capacity to hold his breath while singing 1 * 
wilh great passion ami to arrest the attention of the audience, 14 and who 


l Craha mokfa is defined by 'K* here as the beginning ami the cml of a song. The 
point of being an adept consists, ns observed by 'K\ in synchronising ihc initial note 
wiih tala or laya. 

'Alapti is to be defined in this chapter. It refers to the action of exposing and con¬ 
cealing the image of rAga niter natively. 

*Avattakanfha : ‘S’ mieipicts it as svAdhlrut-kunfha i.c. self dependent voice (lit 
throni) and 'K* as n*<*i lltimitfhvattl i.e, self-dependent tone. 

*SAvtulhdna is inlerpieted by *S* ns irutini<rayaifla i.e. expert in deter milting fruit J, 

*’S* interprets jilairama (III. one who can work tirelessly) to be 'one who is nol lirtd 
even after singing many ptabatulha-s'. * 

# lhat is. mArga-stija according to \S\ 

T Th«l is, t Magarija. 

*Kaku is to be defined in this chapter. 

*Saficdni nf ihc text. The %tkAya*s ore to be defined in this chapter. 

'•‘S' quotes Sangita-samayasAra who defines krlydpura as under : 

"One who sings without blemishes both mArga and deli (r any it a) practising accord 
ing to the theory laid down in I he scientific works, is said to be in regular practffo 

iktiydparai." 

* 'Sugfutfa is defined by *K* as one who perronns with excellence i.e. one whose movo*-^ 
meni is well organised *S* quoles SanglfasamayaiArn as undei : ) V 

"One who causes the manifestation of tone, verbal text and tAbt lit ttie accompanl* 
ment of n benuiifol voice is called sughata." In other words, one who is able to com* 
mand the excellence in the manirestation of the tluec elements of music viz. svara, tila 
and patla through the beauty of his voice is n versatile artist. 

li l)hArana is defined by taAgitauirttayatAra (as quoted bv ’S’) ns the capacity of 
retaining the thickness t ptagadhtifA) of voice, while descending from a high pitch. 

**'S‘ quotes sangffaiamavaiAra to explain nbfarana "Singing with controlled breath 
is called nhfavanam." 

“This is according to ‘K\ 'S* rends ii ns rttUah-kfi find inlerpieix it ns fail 
singer." 


Section 3 


153 


excels in the exposition of rAga' nml belongs to n good tradition ’ 
(13c- 18b) 

(b) The average singer: 

One who is lacking in some of the above excellences lull is free from 
blemishes is considered to be the average 11 singer. (18 c d) 

(c) The bad singer: 

However, as declared by MnhfimAhcAvarn, the singer who is not free 
from blemishes is a bad singer. 1 (19 nb) 

(d) Five types of singers: 

Five types of vocalists are recognised by the vihtjiI experts viz. SikfAkara* 
anukdra* rasika, 7 railjakd* and bhAvaka 0 One who is capable of im¬ 
parting flawless instructions is considered by the wre it* l*c sikfaktlra (the 
educator). The imitator of another’s style is called anukAra (the imitator). 
One who gets absorbed in the aesthetic delight (rasa) is rasika (the aesthete), 
and one who entertains the listeners is ratijaka (entertaining), and one who 
Is extremely expressive in the delineation of the song is known as bhdvaka 
(the inspirer of emotion). (19c-22b) 

(e) Threefold singer: 

The singer is also (conceived ns) threefold viz. solo, duct and chorus. 
When a person sings alone, he is a solo singer irk ala). 10 When he sings 


•'S' says, this excellence is due to the native lone quality UArlra\ of voice. 

•'1C* defines sampradAya as "Insttuction imparled through the tradition of teacher 
find taught which, even though not explicitly propounded in tAstra (the oral or written 
tradition of the theoretical understanding) with regard to » particular subject-matter, is 
yet endorsed by it fin principle) and is not against it fere KalltnXiha's commentary on 
S.R. V||, 01). The modem GharAnA of the Hindustani music represent* the teacher- 
taught tradition confined to n particular family line of musicians which is not (necessa¬ 
rily) related (o a tradition of theory or * As fra. Thus. gbinAuA is not an adequate substi¬ 
tute for sampraHAya. 

*Madhyama lit. means the middle one. 

•Adhama lit. means the lowest or poor. 

'iikfAkAra lit. means 'educator*. 

'AnukAra lit. means 'imitator*. 

'Batika lit. means 'aesthete*. 

'Rufyaka lit. means 'entetlaining*. 

'MtAvaka lit. means 'Inspirer of emotion*. 

t9 Bkala lit. means 'alone* or single. 
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afongwith another, he is a duet-singer ( vamala );’ and wlien he sings with a 
group, he is a chorus-singer. (22c-2J) 

( f) Songstresses; 

Songstresses possessed of youth and beauty, excelling in sweetness of voice, 
(clever and loved by the clever, are considered 2 in the same way as the 
singers. 

Like the vaggeyakara, the singers arc also classified in three categories 
viz. the best, the middle (average) and the inferior. Therefore, the ssime 
terms have been used in the English version despite their literal meaning. 

In the first instance, the author classifies singers on the basis of their indivi¬ 
dual talent and distinguishes them into three categories viz. the first rate 
artists who arc classified as the best, the second-rate singers who are classed 
as the average, and the third-rate singers who are considered to be poor in 
achievement and talent and are classed as such. Then he classifies them on 
the basis of their predominant function viz. instruction, imitation, aesthetic 
delight, entertainment and emotional inspiration. Thereafter, he classifies 
the singers on the basis of the number of performers, viz. one, two or many. 
Thus, in all, he gives three different classifications of singers based on talent 
and attainment, function and number respectively. 

The vocalists have been classified into five types of which the educator 
and the imitator arc unique in their essential functions. Hut the other three 
viz. the rasika t the hhavaka and the ranjaka are indicative of the aesthetic 
value of their function. According to Dr. Prcmlala Sharma," Ra.vkn is the 
highest category represented by those musicians who arc immersed in Rasa, 
and are replete with S/I ft vika Bh/lvas such as asru (tears) and pataka (thrill- 
making hair stand on end). Bhdvaka is the intermediary category represen¬ 
ted by those singers who infuse their music with Bhova and who sing with 
a knowledge of citta (feelings) of the audience. Ranjaka is the lowest 
category represented by those who lend Rariga (emotional colour) to their 
music.” (See Levels of Aesthetic Experience in Music—Indian Music Journal 
April 1964, p. 19-20). 

These three categories represent, according to her, the three stages of aes* 
thetic delight. She further opines that the rasika, who reflects the highest level 
of the aesthetic experience is guided by the taste of the audience in the least, 
in the creation of aesthetic delight in which he gets immersed through the 
uni versa Used hhfiva. The hhavaka takes due note of the mental propensities 
of the audience and the ranjaka, who represents the lowest category, is 
mindful of the taste of the audience to the utmost. 


1 Yantahka lit. means ‘twin* or double. 
•That is, 'classified’ by implication. 
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As far as the female singersare concerned he says that they arc to be similar¬ 
ly classified, but they have, in addition, to be possessed of youth and beauty 
and so on. This marks the specific role of the songstresses. 

(v) (mfW)—TOW: 

fimr: fruft ftrmawiofcgjST: u^u 
«rwt nwft Wmitew: i 

fmsfirrtsHirenmr mum: i 

mmn fafam nm: nsv»n 

tfqvn *S!HT*T mire *re«S£: i 

% % 

wrifaret nrai mm «w: i 
mfrre: wreivwm m*rewrmwfii»it: u 
nfor: I 

fmrw: ?r g lit nrJtff mre npnflwwftsi u 
qnqit fatfafttrarmagn: i 
mire: qtaTnrret qr^Htsfafiret mi: 10 pi 
fn^^stsmrenire: i 
fem?roraqqmrWt nrer 5 wtrev. 113311 
§wi*isivT^t?i«?Tre?5irg mire: i 
mrtfRmt mmr 113311 

sreirt ntnit frwntmftmiHiT«im 1 
^r«ftremt *re> mire 113*11 

ftrrnt mremnreurem: i 

*qrew?: rr u: m^mrre: ^reirmre 1 
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awqfcm ii^m 

WffsauWfnft Tnft fq^qq fw*: Oja: I 

frT*lt q THTHTt fteWt ll^ll 

fqrqrfqtqqqi^q faijq<ftsq5ErRq7: i 
sq qrfqqrqT mqq *ftq^ flTgqifaq:: li^cll 

(v) The censured singers: 25*38 

The (following) twenty-five (types of) singers arc considered ‘censured*: 

Sarnia $ {a. lidgfnqta. stUkari, bhiia t sank ila, kampita , kart!It, viktilu, kfikf, 
vitAla t karabha. udbhata. jhombaka % futnbaki, vakrf, prasAri, vinhnilaka, virasa, 
apasvara, avyakta, xthAnahhrasta, avyavaxthita, misraka , anavadhAna t and 
sAnunAxika. (25- 27) 

1. Sandaffa—o ne who compresses his teeth while singing is known as 
xmutaffa.' (28 ab). 

2. Udghutfa -(one) having a loud spreading voice is (called) udghufla* 
(28 c). 

3. SutkAri —again sutkAri is so called because of Ihc whistling voice.* 
(28 d) 

4. tthtta the singer who is seized with fear is (called) fthUa* (29 a) 

5. SaAklta — and with haste (he) is considered as fahklta /' (29 l>) 

6. Kampita—\s known by the natural (involuntary) shaking of limbs and 
voice. (29 cd) 

7. KarAli ~ one, who sings with his mouth frightfully wide open is decla¬ 
red by the wise to be kar&IL* (30 ab) 

8. Vikala— one who sings the notes inaccurately with less or more 
irutl-s is (called) vikala .* (30 cd) 

9. KAki l *—is the one whose voice is as hoarse as that of a crow. (31 a) 


t Saruftiffu~ lit. means compressed. Sandaaia is technically explained as loo great a 
compression of ihc teeth in the pronunciation of the vowels. In musical par lame if i* 
applicable lo singers who arc seen to compress their tcrlh pnMunImlv in iilgpa 
lit pronounced or publicly declared. 

F .Vr !tkAri is one win* produces ihe sound u? i.e. a whistling sound while singing. 

*Ithita— lit. frightened 

% &aAkitu ~W\ doubtful or apprehensive. 

*J Kampita lit shaken 

’riiat is, involuntary, beyond one*s control, or even unconscious and habitual. 
*Kartft who is associated with karat a % lit. yawning (opening the mouth widely!. 
*VikaUi’~ lit. imperfect or unsound, 
row-like. 
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10. Vita la '—is inept with regard to tAla. (31 b) 

11. Karabha— one who holds his neck upwards is called karabha' by the 
learned. (38 cd) 

r 12. Udbhafa —one whose voice is shaky like a lamb while doing vahani* 
: is (called) udbhafa, the inferior singer. (32 ab) 

13. Jhombaka —the singer who has n large number of veins (displayed 

* While singing) on his forehead, face and neck is (called) jhombaka. (32 c d) 

14. Tumhaki —-the singer who inflates his throat like a gourd is (called) 
tumbaki 4 . (33 ab) 

15. Vakri —one who twists his neck while singing is declared by the wise 
to be vakri*. (33 cd) 

* 16. PrasArt — one who stretches his limbs while ptojecting his song is 
called prawn * by the experts. (34 ab) 

17. Nimilaka one who is given to closing his eyes while singing is conside¬ 
red to be nimilakaJ (34 cd) 

18. Virasa —is the one who is devoid of rasa (aesthetic delight or the en¬ 
joyment of beauty). (35 a) 

19. Apasvara —\h by singing the omitted note. (35 a) 

20. Avyakta— one having a faltering voice and nil indistinct pronunciation 8 
is said to be avyakta. (35 cd) 

21. SthAnabhrafta* —is one who is unable to reach the three registers. 
(36 ab) 

22. Avyavaxthita '**—is so called because of disorganised (singing) with 
reference to the registers. (36 cd) 

23. Misraka" — is known to he one who mixes up the iuddha and chtlya - 
lagA rAgas, and also when he intermixes (confuses) other rAgax he is known 
to be misraka. (37) 

24. AnavadhAna one who docs not observe due order in the use of 
sthaya-s etc. ,? is (called) anavadhAnaka. ,3 (38 ab) 


'VitAla —til without /Ala i.e not keeping due time. 

*Karabha —lit camel. 

M'-ofom/ is one of the well known( prmuhifut} sthaya \ dclinnl (vide 114 c-115b) in this 
chapter as ihe shake on the notes in the four vomit t) Hone pallet ns>. 

*Tttmha~- lit. means a gourd, anil tutnhaki is our who has gourd 
*y<ikri having a twist fin the neck). 

*PraxAti - lit. one who extends oi outstretches (his limbs I 
'Nimilaktt lit. one who closes (bis eves) 

*Avyakfavatna lit. having unmanitcM Icltcis (tmlislim l in pronunciation). 
*SthAnahhrapa~ lit. imperfect in commending the trhiee) registers. 
t0 Avyavasthita—\it. means ‘unsystematic*. 

"Miiroka lit. one who intermixes. 

^SthAya-s -are to l»c defined in this very chapter, 'etc.' is suggestive of yamakmx and 
the like. 

w .AnavadhAnaka lit. one who lx inattentive 
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25. SAnunAsika one who sings the melody 1 through the nose is called ^ 
SAnunAsika* (38 cd) 

Having defined the different types or classes of singers, male as well as ™ 
female, the author is now, under this topic, describing the blemishes of sing* >|g 
ing. Though he is pointing out the defects in singing, he is doing so by 
attributing them to the singers. Thus, blemishes appear in the form of 
adjectival noun the adjectives qualifying their substratum viz. the singer. 
Whatever is said with respect to the singers is applicable to the female 
singers as well. 

(vi) upRf'ter: jjj| 

(*) 

flKjvkl TOHfp*. OTgHt JflTTTfW: I 

anfaF-r nr? ith «ira uvoii 

ftr*qTqqq*T*tfTHkr: I 

STiTI^t HV^tl 

Wrt wq*i TT: rq«V 3TaiT: I 

OTg^: fewaip: I 
qrq 

3 r?i>5n^ 7fr?rnnr?f tthwi**! fintMw» 
arfip^fJ! mvi *nnr iiwii 

iivv» M 



% Gtya refer* lo I he content of a vocal rendering. 
9 SArtvn&siktt— lit. na*al. 
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(Hr) fipsr^T 

fawn 5r?tfqfqiO ^Hirl m?ra»#ig?rt i 
mrTCTtatf fttatsigril fatamrun 
fa:*HTm*wn*iit Ktafomafa’wm t 

3VIlftq*T ri<|!T: tIVVjM 

nrTrevigtftfrw tarw*»: HrrgtH: gq: i 

qsq*f: <priqq)*q\ jnrrewna: nvcu 
* > « 

5WHI«nn?: jftwrr: I 

fq:«mn*wmwit gw: qqfaqt *m: uveu 
rrafar *9*1 fox qratqf iwfirovira i 

X- g-'jsrnHi: 

fm?«rqTftsr«rqntwr: nxoii 

rfcftsqrrg wojgfaonw'to«w:: t 
*rgfir?«nqn*qhtsqT: ftnnft qqqq: iix?h 
ftrewqtwrcg qq: i 

amng qq^ftqnnj^fqfqiqufts'rT: n^ll 
WTf« «U*r*»ft?qqfq*qiqeftm: I 

am: ffqW?*r?«*t*TH: l 

firornmWt ?fq 3r*i qsitfafn: nx*u 
HngsWswwsrm? ?R»: *axgRO>rqq>: I 

fcrurotaftffcflTr qqfcqft *r»4?t qq 11 SOI n 
xp$ftswj?g q^: i 

•irtiifr: fensfomr: **mtoq: fcnawftqq: 

fj|:»n^«RTW«r: *rrV qijTitftqq: | 

r> « 
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*m: qfafir MXOII 
JflTI? qt*qqsr: wqq f q iq iqyqra: I 
fTT^Wq> qqqniVr*w>s?qt qtqqtqT: IIXOI 
fNttrnwsftswit Hfcrqq>3qqiqhrT: i 
fq?qHqHq*qtTqfcr?wts«TT: TT: imen 
f?lwnakft:m7W: iqq: qfoqqt l 

^ gfgsi^T: FJ— 

*. fltPmfiranfcr: 

Tqft wir^Tiravi: oil 
fhnsfqrq ih fomitawit qsqqit qq: i 

c « o 

n*q»qqaxt STig ftqrqqrtqsi: rt%pl 
qaa>a: qtenftqqqitsqr: i 

f^R^qfq:qiTqtqxteqqTteqT: u^ti 
sftf?ra> qqit tfrrfeitqTqt *witqx: i 
fq:miteqHTtSH|*g qqrfcnqqfrm: ^ti 

fqiqiqqqqnftTqlq: q s q tR : TT: i 

qtjr> 11^VII 

fq:mT^qaTtoir^g qftqsft qq^> qq: i 
H^rq?qTqwwtaq<TT , ftqT?nqa: 11^*11 
BTqrrfqfw fqfqqfq qqr, 

(t) ^qqsi T : 


qqg fqqw; l 

fqfaaT gmqtqro fq5lf?q:ir$qafqqi: 11^^11 


ais^qi q«q?wqt qrsqlsftq rjtj|?r«rTia i 
it yvqfiiw^qiqnfqifqq qqtfrqi: n^\su 
Tfq H«XqqT: I 


(Vi) Kinds of voice: 39-67 
(a) The fourfold voice: 

Voice is distinguished 1 into four kinds viz. khahufa, nardfa , bombaka, and 
mtfraka which are now defined as under 7 : (39) 

(1) Khfihula: 

Arising from (the predominance of) phlegm (Kapha), khdhula is creamy, 
sweet and soft* When it matures 8 in the lower and the middle itgiMen it 
becomes a<JMa. (40) 

(2) Ndr/tfa: 

The voice arising from (the predominance of) bile (pitta) which is full 4 
(ghana), deep ( gamhhha ) R , clear (ITna)° with the range of three registers is 
nardfa 7 . (41 a-c) 

- H (3) Bombaka : 

k 

Bombaka, however, as declared by SarAgndeva, is (the voice) that arises 
from (the predominance of) wind (vdta) and is hollow", harsh®, high sound¬ 
ing 10 and rich {sthiila)". (4lc-42b) 

'Qaturbhtda (Catur l-bheda lit. classified into four) poinis to a fourfold division. 

•‘A* under* is implied in the text. 

'Praujha of the text in form of praudhi is interpreted hv 'S’ ns r *&ptf (til. preva¬ 
lence). However, it has been rendered as mature in its Ittcrul sense. I he expression 
seems to be a figurative one. 

t Gtmna is interpreted by *S* ns antahsdro which mny property be understood with 
£ ^ reference to its opposite aruar-nifrsflra (lit. hollow). Thus it tins been rendered as 'full* 

£ la the sense of ‘solid*. 

1 Gamhhtra of the text is interpreted by ‘S' ns nirhnUii lit. noiseless. 

- 1 *Una of the text is interpreted by ‘S' as Vi pbufita,* lit. unciacked, absorbed or 
dissolved, 

’AMrilto is the same as above nZrafa. 

9 An(ar-nlhsdratdyuta of the text, lit. having no substance within. 

*Pams4 1 of the text is lit. harsh and is opposed to the softness of khdhulo. 

Uccaistara of the text. 
u StM!a is lit. gross or fat l.e. not fine. 
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Misraka is said to be (arising) by tbc admixture of these (three and is 
therefore called) stinnipdtika '. 

Indeed bomba* is characterised by dryness (of voice) while khfibula is 
creamy; how then can there be the combination of the two characterised as 
they arc by opposite qualities? (43) 

To explain, it is thought to be (possible) by the elimination of the opposite 
(quality) of harshness and the combination of the unopposed (qualities of) 
sweetness and grossness etc* This (explanation) also holds good with reg rd 
to the similar objection concerning the opposition of qualities obtaining 
in-between the solidity of nfirdta and the hollowness of bomba. (44 45) 

(b) The four varieties of Mttra (combine): 

There are four varieties of mis re viz. the respective combines of 
(1) ndrdfa and khfibula. (2) ndrdfa and homhaka, (3) hombaha and kbdhrfa 
and (4) all the three put together. (46) 

The combine of all the three, being free from hollowness and harshness 
is said to be the finest among the fine (voices) like Lord Siva (God) among 
the gods. (4?) 

The combine of nfirdta and khdbula is the best, while that of khdhula and 
bombaka is of average standard.* Bomba in combination with ndrd/a is 
declared by SarAgadeva to be of low grade among (the different kinds of) 
voice; but of these all (the voice) that combines hollowness with harshness 
Is considered to be the lowest. (48-49) 

Many varieties (of voice) come into being by (he intermixture of tho 
different qualities of these (types). (50 ab) 

1. The varieties of double combine; 

Khdhufamdrfita combine : 

One (of these) is sweet, creamy and full 4 ; the other is creamy, soft and $ 
tall; another is sweet and soft having the range of three registers; and yet’’ 
another is soft with a range of three registers and deep; the other one ia^ 


'Samrpfitika til. ‘pertaining to sannipnta' the combination of the three humours. 
% Bombo is the same as bombaka . 

•Lit. the middle one, 

•Though ghona is literally *soid\ in the context of voice it implies the sense of $ 
fulness- So it is rendered as such. 


i>ft. an <1 w hh the range of three registers; another is sweet, soft, having 
ppt range of three registers and full; while another is sweet, creamy and 
l^oft with the range of three rcgistercs; yet another is sweet, creamy, deep 
f*®d full with the range of three registers; while another is creamy, soft, 
: ; de p, intense and unbroken in the range of three registers; and also the 
[other which is creamy, sweet, soft, full, clear, radiant in the three registers 
■flUd deep. These are the ten varieties said to be arising out of the khiihula- 
nbrBfa combine. (50c-55a) 

Bhula-bomba combine: 

Thereafter, among the combines of khahula and bomba, one is creamy, 
and hollow; the other is sweet, soft and dry'; while another is soft. 
Tty, hollow and high sounding; the other one is soft, creamy, hollow 
I rich; yet another is creamy, soft, hollow, high sounding and rich, and 
ho the other which is sweet, soft. dry. hollow and rich. (These) are known 
>be the six varieties. (55b-57) 

'$JfBrA(a-homba combine: 

There are six varieties of nBrBfa in combination with bomba One is 
_ ngtng in three registers and dry; another is clear, rich, hollow and dry; 
^ faother one is clear, high sounding and rich; and yet another is ranging 
m* ,: ' ree registers, full, deep, clear and dry; and also the other that is 
I'Whging in three registers, clear, hollow, dry and rich. (58-60h) 

These (varieties) arise out of the pair combines, while the following 
tertain to the triple combines. 7 '(M cd) 

I 

$}• The varieties of triple combine: . 

r 

f Creamy, ranging in three registers and hollow;* soft, sweet, full, deep, 
Tfah sounding and dry; creamy, soli, full, clear, rich and high sounding; 

&my, soft, ranging in the three registers, clear, hollow, rich and high 
tfhading; sweet, clear, ranging in the three registers, dry, rich, hollow and 
fyh sounding; sweet, creamy, soft, ranging in the three registers, full, deep. 


■/Mfyaflit. dry) is the opposite of snigdha (creamy). It seems tlie wo d tfik f<* is used 
ttbttquently for the original pantfa (harsh), vide 4lc-4?h ante. 

# A product of a combination has been called a combine. The product of mmuipafa 
combination of the three on the model of the tlnee humours of the body) has been 
S pressed as triple combine- 

•Som; of conjunctive words such as any a (other and so on) of the text hove been left 
of the translation, beinp unnecessary in this form. 


I ^4 M ixcellaneous Tophja : 

clear and high sounding; sweet, soft, deep, clear, ranging in the threo J| 
registers, dry, hollow and high sounding; soft, sweet, full* clear, ranging w:|“ 
the three registers, dry, high sounding and rich - these arc the eight varietlcO^ 
of triple combines. ( 6 l- 66 b) 

Conclusion: 

All the different varieties of combines 1 put together arc declared 'ty|, 
fiftrrtgadeva for the understanding of the unwitting to be thirty*. Theftt^ 
is no end to the subtle differentiations caused by the entermixing of (diflo* ll 
rent) qualities; therefore apprehending undue elaboration of the work, thtf 
are not described by us. (66c*67) 

Analysing the qualities of voice, the author distinguishes altogether foil 
different kinds of voice viz. kh ft hula, nftrft(a % homhaka and mis (aka (lit. 
admixture or comhination). The particular qualities of the first three 
these are traced to the predominance of the three different humours of 
body viz phlegm, bile and wind which, according to the Ayurvedic tbeofifv|“ 
of medicine, are the basic constituents of human organism (cf. S. K. I 2. 

71), Though the author has attributed the cause of each of these thf© 6 ^||| 
kinds of voice to the respective humours in the body, what he actualljrj|^ 
means is their respective predominance, for they arc not conceived to jj 
function in isolation. The fourth kind is conceptually divided to incIq^A 
such voices as arc not very distinctly marked by the exclusive qualities 
any one of the main three types. Thus, this class which is appropriate^" 
called miirakti (lit compounded) comprehends the combination of the 
vicinal characteristic qualities of the first three kinds. 

There can obviously be a possible objection to this concept of a 
class since it may he contended that some the characteristic qualities of tlwj| 
first three kinds arc responsible for their mutual exclusiveness and 
therefore opposed to each other. They cannot as such combine to foroijb 
a distinct homogeneous class of miirak.t. flic author, foreseeing this 
lion,explains, that mi<raka is nota theoretical or a mechanical combina4ofl$H 
it is an intelligent admixture of unopposed and mutually nncxclusive qu 
ties combined together. This is adequately demonstrated by the author wl 
he points out that in the combination of bomba and kh&hula % the mutu 
exclusive and opposite qualities of drynes9 (parusa) or harshness and 1 
softness of voice are left out of the combination and only the voice that I 
characterised by sweetness and grossness, the other two mutually uncxclu^ 

‘MibuAutlit <lr'iv*d from or born of combinations) are (hr prodmris of the 
nations of different qualities of the different kinds of voice, designated here as comb 

• This includes 10 varieties of the A hdhufa-rtilrftui combine, * of A hfthuto'bontho,^^ 
nirofa bomha and K of the triple combine (10+M ft \ 8 — 30). 
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^iive and unopposed qualities of the two kinds, is classified ns mi Irak a. 
^Similarly, while forming a miiraka by the combination of mirata and bomab, 
|the mutually exclusive and opposite qualities of the two viz. the solidity of 
»the one and the hollowness of the other are excluded from the combi* 
aticn. In this way miiraka provides a richer voice and is, therefore, dis 
Ip^tioguishcd further in four varieties. 

By the intermixture of the three main kinds, the fourth general category 
||: 0 f misra is obtained, which is further subdivided into the varieties formed 
of the intermixture of their qualities. Among all these kinds of voice 
|Jthe combination of all the three kinds viz. nAnifa, khfthula and bomba is 
; said to be the best. 

The varieties of voice as characterised hy the qualities of khahubt and 
Arafa are given ns the different combines of the two All these nnd the 
I^Wietics of the other combines that follow belong to the misra class. 


(vii) 

sror vtavAnra: ii^cii 

fpmr: fvfeftl: I 

tjqfw TOTtaWVT: t' 

nv>oii 

an**5$*5* h wm Tat rsfart q tufa? m^n 

Ils9 

sfaTVtfWoita?: a 1 **: I 

« n « 

qrtafft»5r*isn4ar itlfawiTOfTOsim: iivs^h 

*th: i 

W; qnroiTircfta*: nvsxn 

« 

Ad. ed. rnia«*f*rr?rv 
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wfw> pnouwit f£: fcimt e*f*i: ojh: u\»xn 
&TOTrwrf«Birt \ 

3T5T«r^F§ 5H*> T foaH Tsfiofont IIvs^,11 , m 

srgfiWTO»5?sur I 

syyw»itsqfarfb sft*<tYqf«imfafa h nvsmi 

111*3011: i 

(vii) 6xcellence> of voice: 68-77 

Voice ns qualified hy these excellences is different in ted by the learned into; 
fifteen varieties viz. Mrs fa. madhura, ce/uVa, trlsthAnaka, sukhdvaha^racura^ 
komala, gthlha, <rflvuka 9 karutta f gJunta, snigdha, slakjna, raktiyukta andlj 
chavimdn. (68-69) 

1. Mut<i' is that (voice) which is refreshing to the cars. (70 n) 

2. Madhura' 1 2 is that which is undecaying 3 4 in all the three registers^ 
(70 be) 

3. Ceftala is known to be of a high pitch, mature* sweet \ delightful, 

neither very gross nor too feeble, creamy and full. It is (manifest)* 
among the males till the breaking of voice 5 * and always among the females.^ 
(70c-7l) i 

4. Tristhdnaka is uniformly endowed with the qualities of lustre* and? 

delightfulness 7 in the three registers. (72 a-c) 
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% Mrtfa-Ui, a grecable, pleasing. 

*M(uihura-\H. sweet. ^ 

% AnaU<»« is (he reading availble to *S* and is surely better than avhtara (unvitiated)^ 

of the Ad. ed of V /?., and hence it lias been adopted in our lexi However, it appear*^ 

that most probably die original version might have been something like avhrara imply | 

ing thereby that n, lf ,/htut is never out of tune in all the three registers. ^ 

4 A Uulhuui, in this context has a literal meaning. ^ 

‘When boys are in the age of attaining adolescence, cehAfo is no longer manifest i 

in them Mint stage is marked by the breaking nr (heir voice. ' 

*Chavi lit. colour, splendour, beauty. 

’JfrrA/fdit. delight. 


5. SukJuhaha' is that which comforts the mind (i.e. soothing). (72cd) 

6. Pracura as declared by ftSrOgadeva,* is (the voice) full of richness. 
(j?3 ab) 

* 7. Komala * is significant by its name (i.e. tender) believed to be like the 
Voice of the fndtan cuckoo. (73 cd) 

8. Gddha h is strong. (74 a) 

9. tiruvaka* is so called 7 * because of being audible from a distance. 
(74 ab) 

10. Karuna H inspires the aesthetic delight of pathos in the minds of the 
listeners.® (74 cd) 

11. Ghana 10 is capable of being beard at a distance and full of intensity 
(75 ab) 

12. Snlgdha ' 1 is accepted by the learned to be the voice that is not dry (or 
hoarse), and is capable of being heard at a distance. (75 cd) 

13. Sink ftta, accord ing to the wise, is continuous like the (vertical) flow 
of oil. 12 * * (76 ab) 

14. Raktimdn is that which creates interest (among the listeners). 18 
(76 cd) 

15. When a tonal structure emerging from a faultless 11 throat, is charac¬ 
terised by the experts as bright, that voice is called vhavimtm . 15 * * (77) 

Having classified voice into four basic varieties viz. khdhufa, ntirofa, bomba 
and misra based on the three hunours of the human body, the author now 
goes on to give us a difTcrcnt classification which represents a qualitative 
analysis of voice. Incidentally, he introduces us to the terms in which 
voice may be distinctly perceived as qualified by different guna-s (exoellea- 

'SukhtivahnAU, comforting 

®/V<ww«i*lit profuse. ’ V elucidates ii us full of lirlmess ‘tthufota\uk fa 

*&riinftkaraprivn, the lover of I ord &ivn i f ftfftrtgadrva 

9 Komala Ait, soft or tender . 

•f7d</Art-lit. thick, dense and deep. 

# <£rdrtf/ru*lit. the pionounccr. 

• 'Matah of the text literally means ’is accepted, is believed’. 

'Koruna* lit. pathetic or pathos. 

•The plural is supplied; the text literally rendcird would be ’the mind of the 
•^dtencc*. 

** Ghana AH, dense. 

"Snipdha* lit. creamy, unctuous or emollient. 

"The flow of oil is characterised by an indistinct process of continuity, of impercep¬ 
tible change. AcrhidroAU. having no vacuum i.e. in other winds continuous. Chidra is 
an empty space. n hole. 

“Literally the passage would read, “the voice iIkh creates '(intciesO is c.tllod 
rofrf/mdrt.” Anuiakti lit. means love, attachment. 

"VlmiifoAH. devoid of i’i*pu*ilv. 

x *Chnvh*tH rt lit lostmoits, colourful. 
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ccs). But instead of describing the qualities individually, lie is describing 
voice as qualified by them. Guna, in this context, is a value concept; it 
represents a good quality rather than a property and may be understood 
with reference to its opposite doja, which is a bad quality. So, the author 
now describes the excellences and the blemishes of voice, or in other words, 
classifies voice as characterised by them. 

(viii) 5T5?5>n: 

sf* stem y gfu i eal ftrar mssn 

m i: i 

* « 

r?T:«TT ?f?T Sstftm: Hvs€.n 

srTSftf*WfT*q: I i 

TOFraaanf'ftgimt Prn<n ; frforeqft neon 

lie \ II 

sfa STOttat: I 

(vlii) The blemishes of voice : 7K-8I 

Fight varieties are spoken of for the defective voice viz. rtV<$a 9 spbufita, 
nihsAra, kAkotl , keti t Jre/r/, kfta and bhagna. (78) 

t. Ruk$a' is devoid of viscosity. (79 a) 

2. Sphufita 2 is significant by its name (i.e. it is broken). (79 b) 

3. Nihsard* is said to be liollow like the seed of the caster oil plant 
(79 cd) 

4. Kakoli is hoarse like the cawing of a group of ravens. 4 (80 ab) 

5. Kefi is said to be ranging in the three registers without any excellence.* 


•/MAr/fMil. dry. the opposite of stilgdha (creamy). 

*Sphufita-tit. bmkeit 

"M’Afftndit. devoid of substance. It has been rendered as hollow, tt is not under* 
stood how it is compared to ilte seed of the castor oil plant, since that is not without 
substance. 

Viow with glossy, black plumage. 

‘Such at sweetness and so on. 
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6. Kenf is known to be (the voice) that approaches 1 the high and the low 
registers with difficulty. (81 ab) 

7. Kr<a is extremely frail.* 

aft. jB hagna' is hard and unpleasant tike the braying of an ass and grunting 
tf* camel. (81 d) 


(ix) 9rrfk*r 


(«p) 




irojifbSrffcstaff Ils ^11 


(w) 


‘j fnTTfsqfqmwqTfimnmftqqiqq: l 

11*311 

?ra gwTThfqfgssr i 


(«r) mftastarr: 


*W?q ?qqqrfa?mr Iicyn 


I ' fthfriTHT fwiBT SUfa?* I 

smq S!w?qfq?«nw: $3 T?t\T $ iUtaT: 11**11 




a«rm mem *n fwitaff: i 
jpnounrfinw: yn<K *w w fr u**n 


*ffT 5nf\Tq I 


% VnmUatt‘\il. opening. 

•W*;/wi-!it subtle, may imply n frail voice as the opposite of sihQfa (full), 
% Bhogntt- lit. broken. 
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(ix) farJra (gifted voice): 82-R6 

(a) The definition of $arira: 


The (inherent) capability 1 of voice for the delineation of a rAga even 
without (any) practice is called idWWv 1 , since it conics into being along with 
the body. (H2) 

(b) The excellences ol'AinVo: 

The voice having such excellences as (access to) the higher register, reso¬ 
nance, sweetness, delightfulness, depth, softness, fulness*, creaminess, 
brilliance and volume etc. is considered, by the experts in theory and 
practice, to be well gifted 1 . (83-84b) 

(c) The blemishes of sartra: 


The voice characterised by such blemishes as lack of resonance, dryness, 
lack of dclightfulness, lack of fulness*, inaccurate tonality 0 , hoarseness 7 
inaccessibility to the (three) registers*, frailty and harshness etc. is 
(considered to be) poorly gifted 9 . (84c-85) 

(d) Means of attaining the gifted voice: 

A well gifted voice is obtained through great fortune, imparting of .'I 
knowledge, penance or devotion to Lord Siva 10 . (R6) 

The concept of Sarira is perhaps unique to musicological thinking in 
India As il has been defined, what is meant by ktirira is (lie original and ^ 
the natural capability of the voice of a person. Thus, tAflra is not a general 

•Tlie capability «*f voice fur winning that is not dependent on practice. 
ini hi. pertaining to the body. 

*<ihnnahi is an abstract noun from gtmna which, hitherto, has been rendered at full, 

*11 would he clear from the comments that t&tlra implies a natural gift of musical 
voice. Siiii* ini h good (tirira. a voice that is well gifted, as opposed to being poorly 
gifted 

•Sec note y above. 

• 17*mro/J In. b;id ionalit y, signifies "being out of tune." Tonality mainly signifies 
‘‘loyalty to a tonic." 

consists in the hoarseness of voice, as found in the cawing of the crows 
The word Adli/ivi is the absttact noun from knkf (lit. crow). 

*Sihbuivirvnti fsit^na | vicyiili) lit. inadequate approach to the range of three 
egisters 

*Ku<>irint is the opposite of su<*hfr<» explained in note 4 above. 

’’literally, the I ord (the husband) of Pftrvnti. 
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property of sound like timbre or intensity, but represents the personal 
capacity of a singer to sing and to render n nlga without prior practice. In 
Other words, it denotes the personal power of the singer to grasp and repro¬ 
duce a tonal structure merely by listening and not by training. That is why 
it has been described as co existent with the body or born along with the 
body. 

emphasises another aspect of it. He says that given the singer's capa¬ 
bility and practice, a raga is always delineated, but without the capability 
it cannot be rendered merely by practice. Thus, uirira refers to the musi- 
cality of voice gifted by nature to the singer, which cannot be produced 
by any amount of practice subsequent to birth 
’S’ quotes from the Saftgttasamayasflra the definition and the fourfold 
classification of sarira. He says “the capacity of exposing a raga , apart 
from the element of practice that arises along with flic body is said to be 
idrTra.” He further distinguishes this capability into four types, the details 
of which we need not enter here. ‘S’ interprets it as the capability inherent 
in voice to delineate rAga-s without any practice. 

(x) 

fWXUT **ft l 

aw xtfcraranT u^u 

wufiraj ncot 

fqfa?T: T*a*v??* TfVxftfam: i 
sfftnsswxwiTJwrwngstfiwpxi: 1m5.11 

^ ffa^ftiTtsTOfaft rsfrat i»5ou 

imo»n?T%n*T xrfar# n**xt fax: i 

O •* 

fffcug ya%ihrT?x>fa?ft 115 

sf«fafa*ar*!?xqx?fa»TX* 5 q£%iT 1 

fatting fa* TOlftnxfa'XPrroXfXT: U5^lt 

5155ft wrx xrfHm: xroxftim: 1 
xxTxfaxmfRx fax?re?XT? 5 rft *ra: 115 
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Sffnfan: ft 5 stoat s : fSTtfrTrtotTTa I 
wrigwsff, «artoatp§ «gast%a v«h*» uevii 
^w'najsftTsrTtat gtorcft > >■ 

*d 

gwgrwouit gfrat >nwt sa: utvu 

^rnrt aaataaat arfaat t • 

« 11 

t^tot faM’nt fi q i st faf q WMTst faat: 115.511 ’ 

ftat g rvuwrros toafa: afaSTfs?t i 

** * ? . 
?ran*t«mwi: 1 , 


(x) The definition and varieties of kampa (shake): 87-97b it 

The shaking of tone that is delightful to the listener’s mind is (called) 
gamaka. Its varieties arc: Tirfpa , jplturlfa t kampita , Iftta, Andollta, va//» 
trihhinna. kurula > ohaUi, ullasita , phmta , humphita, nimfrita, ndmita and | 
misrita- these arc known to be fifteen. (87a-89b) 

1. Tiripa-The shake (of a note) that is delightful 'like the sound of a 
small da mar u speeding in a quarter druta 1 is called tirfpa . (90 ah) 

2. Sphurita'Af it 4 is produced speeding in one third of a druta , it is 
considered to be sphurita . (90 cd) 

3. Jfamp/f<v*-The gamaka speeding in half a druta is known ns kampita . 

(91 ab) 

4. Una*-\s speeding (the shake) in (the period of) a druta . (91 c) 

5. Andolita 1 is by the speed of a iaghu*. (91 d) 


1 Anttkfti of the text literally mnm resembling (die sound of a small cjnmaru) in 
beauty 

•ihuttt is a tnlf t\f. S /?., V 238 >. In terms of fdta, mntrd is equal to five short 
syllables (taghn okpirux): faghu is of one mff/rd, guru of iwo oml pluta of three 
*SphuriUh\\t. trembling, throbbing, shaken. 

•That is. the shake. 

$ Kampita-Ut. shaken 
*Una\w. absorbed or dissolved. 

1 ^nd«*tiM^ il. swung 
•See note 1 above. 
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6. Vali lake place while speeding (the shake) through various curves. 

(92 ab) 

7. Trihhinna is the (shake) with uninterrupted and full tone in the three 

registers. (92 cd) 

8. Kurula is crooked, being the same as vali in a soft voice. (93 ab) 

9. Ahata' is accepted as that which touches the succeeding note and 

returns. (93 cd) 

10. Ulllsfta* is said to be that (shake) which approaches the succeeding 
notes in due order. (9 ac) 


11. Pldvita is shaking in the measure of pluta. 


(94 cd) 


m&m 




12. Humphfta* is (the shake) with heart-captivaiing (tone) sounding hum. 

(95 ab) 

13. Mudriia* is considered to be the shake that is produced hy closing 

the mouth. (95 cd) 

14. A fdmfta* is so called by the expert musicologists 6 because of the 

descendance of notes (that produce it). (96 ab) 

15. MHra 1 (conjoint) Is (produced) hy the admixture of these* (l-M) 

and there are many varieties in it which will be expounded in the 
context of sthaya s * (96c*97b) 

Now, the author is defining gamaka in general terms, as well ns in terms 
& of its specific varieties. Gamaka, as defined by the author, in the widest 
f;. wnse, is the shaking of a tone, or It may he said to he a tonal shake that is 
musically delightful. ‘S’ quotes Par<vndcva who defines it as follows: 

"In a melodic structure, the formulation of a tonal shade arising out of a 
^ srara's own Iruti and resorting to that of another srutu is demonstrated to 

•Ahaia- lit. si ruck. 

*Ult8sita- lit. delighted. 

*HumphftaA\\ . embodying the sound limb. 

*Mudriia- fit. closed. 

lowered. 

*DhvanivftiiAii. the sound experts, 
jjfe*’ 'Mifrn or mixed, 

, 'K > observes Hint it is not the intention of Hie author to imply Hint all the varieties 
jr W to 14) put together would make for mifra for, he has fuitber said that there arc many 
varieties of mitra. 

f ®Mw i* shortly to be defined. 
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be gamaka' Obviously, this definition is more precise mul give* a belter 
idea of what it means 

Historically, Sanigatlcva seems lo be the flrst writer known to us who 
has consolidated the concept of ganwka and formulated it as such in some 
detail. It is well known that Blmrata does not distinguish between alaritkdra 
and gamaka: he rather includes the latter in the former. 

(xi) 

(«ff) HOT 

TTHOTTOTS: OTHlt qmt t|tw H€»tl 

natWB HOT *1*11^1 OTHHHt $OT?>StOTT I 
HmTmwrrT fcslfaa hwot tte.cn 

?l h stoot sihot starts t 
«rarcraOT qnrcq bjthtot: OTTnfgH: ii€£ii 
irfTHHftOT t 

HOTH OTTTWll 00,1 

ST53OT HafWSIHOTRqt: t 
apppOTfOT rpOTtftfOTHttA: n^o^ll 

rmtWsnrat: t 

nrot h Thotwot Hfcret) hIhw: rw 
HfbTH: SNOT: ftcq«fHt«\rHHq%f?nOT: I 
H^fOTfOT nfafsH: »'?o^tt 

OTTOPfi *q'T%5TT I 

OTTWngOTTq t^ OTlfaaH^f^f* »OoVH 
SOTfOTrftWTOrHfloftrOT: HStfats?*: I 
TfStfa»H> fq:PTt»i\ 'jttiHHV IH«XH 

srffTOTj? qlOTtfPrtfH OTTSHOTfqHOTS!: I 

* 

otto qlfirrtnfO^sfq IotT: u^o^tt 

tfm^fitHtrpt^t wrt npj^n.puntq i 

(WOT nn^^nVt ntptjta*i> farfat: tl (Parsvatleva as quoted by *S ) 
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OTPJV: faHtyHtrm fa fqrtyluTHM’m: t 
Jf$rf?fOTOT OTSW VmwqHtftTfq It * o\9tl 
HOTWi: rprOTlfa STT^SthtOTTOT w t 
%«ot^irtoot ftifimtsqw: ota: iiv och 
TT q g ta l OT TTMHft *3: VH7SOT H t 
«pfOT: qHTTHHT: wffpft WITHO: n ?0 ?lt 
^HHTOWfOT OTTO qnjsnnpOT: t 

> ■ o o 

£OT: fiifafnnSOT ^qfsmTOTHHW it h o it 
HTOITHf fHTTOTTt ^TOf7TOT*TOT*W: I 
fpHOT^SpT HSfrjlf ^UTftOTnfH CpOTA tin?" 

$f?T qwrra%: OTTOT: sftrAAT: l 

(xl) The definition and varieties of stfalya: (97e-1R9 b) 

(a) Definition and enumeration: (97c-112b) 

Sthdya is an organic component' of rflga. Vaga is said l«» \k gamaka. 
t)f these (two), the chi meter istic features of raga-s (gamaka si have already 
described; nnd now those of sthAyas arc being related. Incidentally 
I am also to describe the characteristic feature*; of some’ of the yamakas. 
<<v ' (97c*9K) 

'* Those (of the stMya-s) that are related to tahdtu dhdta. /rwwf, valiant, 
bda t yantra, efulyfl, svaralarighita, prerita and tiksntt arc quite well 
‘known and also distinctly defined. (99-IOOb) 

w The (sthdya* jr) related to hhajana, st ho pan a, gati. mb la. dhvani. rhavi, 
mktt, druta, bhpta , arh (a, avarfhana, apasthdna* nik / //. karurn}, vividfuitva, go¬ 
tta. Upaiama , kdndarand, ntrjavana, gddhanA, falitagftdha, htlita, hdita . so nut % 
komala, prasfta, snigdha, cokyj, ucita, sudesika, apekfita, ghoja and svara 

% Sthiyt i is defined by the Author Mon avornvn Oil. « limM id ;» r.igii. 'S' inteipfcis 
jfioyera aa ekadria, probably In Ihe *enie of a portion; ond ibai. hr s»\*. iok on it lone 
r^ktr than sa&nrSsa and rwrJia. Il it a melodic pailern conuihiiril by the fnndjunenla 
;r god *uch other few notes, *C* interpret* mvmjvu at bhaga (part of « r<»?«*> IM.I ,S. con* 
that SihSya compri*rt an analytic of (lie eleinrnt* of r t .npik ( tt»i <dehghMulnc\M in 
and delineation of rdgo. She also further concludes. “SthAui inclmlrt ganntko .t 
All characteristic features in the rendering of rdga as also lime measure.'* (cf./ M.J. 
),4-"The Concept of Sthaya"). 

elucidates that the gtimaka-t dealt with here are the varieties «»f miint teonjoin 
pmaka-s) spoken of car tier. 
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raw , hhranifn, dirgnakampita* pratigrahyoIfAsita, a!ambatffambaka t tro(b 
taprattjta, prafrtakuncita, fthira, sthfitruka , ksipta , and sukynulnta 9 (I 
I07b)' 

Resides, these are the indistinctly’ defined (sthAya-s) distinguished 
their character at (mentioned) before, viz. as related to prakrtistha £i 
katA. Akramana, ghalanA, sukho, cAli, jhasvara, vedadhvant , ghanatva, slthtl 
ovnghafa, plufa, rw/<i, apasvarAbhAsa, baddha, kalnrava, chAndasa, si 
rAbtulsa. sarii hit a, laghu, antnra. vakra , dfptaprasanna, profannamrdu, gvi 
hrava , sithtla. gAdha, dirgha, afAdh Arana, sAdhArana, nirAdhAra, dufkar&bl 
and miira. (107c* III) 1 

Thus, ninctysix 4 sthaya-s are enumerated by Sarngadeva. (112 a b) 

(b) The well known (prasiddha) sthAya-s. (112c-151) 

(i) The distinctly defined sthtiya-s: M 

1, ftabda: The sihaya* that hold upon the previous* tone arc known 
related to sab da. (M2 c d) 

2. Dhiifa ;s a rolling movement like that of a pearl. The sthaya-s in wl 
this (movement) is found pertain to ifhfila. (113 a b) 


'.JC'says "Well known lo the musicologists/* 

% OunabhedatM ■•til. by differentiating them according to their qualities, or on 11 # 
basis of iheir (lonal) character. ‘K‘ elucidates that they arc named on the basis or th 
potency to enrich the delineation of rAga (rAgAfibyAdhAnarupahhajanAdigu^ 
bhtdtrn ). 

■\S' defines axatkima as "'those (sthAya-s) that are distinctly defined/* He 
points out thnt **if this be the significance of whol is catted ttsoAkfrna, then tfte^C 
group of sthfiya-s too is similarly defined; what then differentiates them?** And he reptk 
thnt "the difference lies in the fact that the preceding ones are well known but th 
arc obscure/’ That is why, while defining these, they have been categorised at apn 
dhn (obscure), even 1 hough distinctly defined. 

•This comprises— * 

<i> The wcllknown and distinctly defined sthAya-s 

(ii) The well-known and indistinctly defined sthAya-s 33 

(iii) t he «*l^curc and distinctly defined athAivs 20 ( 

33 


liv) The obscure and indistinctly defined sthAya-s 


Total number of %ihAy<»*s 


96 


fukta lit. released. ‘S’ reads it as yukta i.e. ‘proper’, and interprets, “The HI 
that commence with the proper* tone (lit. word) arc related in iabda'' But *K’ seil 
have the better reading* mukta and he interprets that, if the tone that ends the pi 
srhaya begins the succeeding one in cycle, such sthAya** are related to sAhtta. i 
literally means sound, as well as word but in this context it implies tone. Vraiigi 
literally means* catching* in already released thing. illustrates it on the ana|i 

the alafak&ra ‘as ri ga ri, ri ga ma ri‘ where the preceding phrase ends with the nolf 
which the succeeding phrase begins. <f. W7., no. 4, p. 34) 




(*a) qfqsrqrm: 

(0 *qiqr: 

OntTT: 5H*T7 tl^ ?^0 

* ^rgvTqrq, qqq rafrotaTO m? 

tost: onqt tow sfrufirffm: i 

«m m q%q ii^vm 

rrm qqTfoqfq *r « 

N 

ht qVmqfmq'qm^q fgfaqr *mr u^xu 
g»rfr*T fom *mqqr gqfarqqtnrm, 

S*rT qwsurr ffiTfnr q fscfcg'rt u ? 

wrm 5*Tif«rT Swm ( 

awnrmfefreit* wi: mif* m *mr n^vu 
q*qf fqqfmte>TfT RTT; , 

«rfwqf nqfcqsm q?^qfqq$t*tn<»: n ?? qii 
h omn s^ut.- i 

^ q nu w *4>»n : il ? 

^ ^rq^t qigf qm g qrqm: l 

qrqr qyq^m orTTmi^rmart n^«n 
rq^rwqq»qt«Tt flFtrowMitaqft t 

^ffT^^qtfqqqqq qr fqTIWq'vqr II^ f u 

fqo^oq rrq onq mqnfrql qm i 
qt Ttq?q Pr^tqt Ttqqnq? | ai {q|: ii 
HT fqwmqqnjqf TTq TjqrrqTiqqr l 
qr tmrr$qf mn qqfnrqqiqq; ii^^h 
rrrhf ^qfq?^ nfa«q fqqifm i 
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Tm qTqrfqqi *lj: Ojm Ut^# u 

q>qqviir<na*>w q^^f. m\ nm i 

8T7Jrs^tqi^^rA ^ >• t W» 

qjTqtqi^t qql: OWN qtafqfnfsrnT*: \ 
qt.^ qo* OOTq MxfjnF* n\W l 

fqqqcqquwoq iMTH : VZT.' I 

?qr: ^qf3R(\^ "^'®" 

3. UvanV is n very soft’ descending movement.and the*Mjw-* assort¬ 
ed with it are known as pertaining to law.. 0 I3c-n > ^ ^ Jcjccnt 

4. ValmnP is the shaking (of notes) either in t • com idcrcU to 

irs -/ 

«m**.—*»•« *'» ^ ■,: 

» — «.«- - -«.— | 

(119a I*) ’’ 

, r ,.S ,Wines., as Mein* of — w.d. «... -endernes, in descen, * i 

h ' ,a ’" ” , ,„ nte , t A |,v 'S' as a.lh* + uccMnmam OH. **&* d«wnward*H.«. 

•.Vamamim is inierpre.ed _ ||<>wever> ra.ivadcsa lends il a icchnit al n.cnninff 
descend,«R '»" ve "’ e "' <*’ f J wil |, n „i eff.n, and ahwawilh l.ighulva «“• 

-;• * •'• «■.? « ’ w ‘ ^ i 

C?r.. been — „ a JJ-J- f^T,^ is divided « " 

•Ilie »l;*ssd|e:«n*ii <••'•>*"'^ „ M(h divided ns M ,i and rrgHkfS- A*.io 
tSikk.. i«.« Mvd. An,-/,.,- -< ... Ol ,l,esc. «»nly hitlyi I* 

.....*-• •“« 

follow mil of the preceding <*««*• c ** Ka 11 gn * ** 
in 1M J . no. 4 . i> .'*) 




5. V&dyaiabdai The xthAyas incorporating delightful 1 instrumental 
sound-syllables * are born of r ddyafahda (lit. instrumental sound). (119 c d) 

6. Yantra : Those (however) that are found in abundance among the ins¬ 
truments only* arc born of yantra (instrument). (120 a h) 

7. ChAyA is kAku (intonation) which is of six types viz, xvarakAktt, 
rtigakAku, anyariigakaktt, desakaktt, k^etrakaku and vantrakAku, and their 
definitions follow: (120 c 121 b) 

(a) Svaraktiku: 4 When in a rAga the reflection irhAytt) of one note by the 
decrease or the increase of its .fri/n-men sure is cast upon another it is con¬ 
sidered 5 to be svarakAku* (tonal inflection). (121 c-122 b) 

(b) RAgakaku : However, the particular shade of a raga, which is its own. 
is known as rAgakaku 1 (inflection of raga). (122 c d) 

(c) Anyaragokaku : But. if in a rAga (the dutyA) of another rAga is reflect- 
ed, it is anyaragakAku (the inflection of another raga). (123 a b) 

ft- (d) DesakAku: 'I hat (i e. the chAyA) which in a rAga is reflected in the 
regional practice* is desakAku (regional inflection). (123 c d) 

W (e) KfetrakAku: The body is said to be the k$etra (field) and in the sing¬ 
ing of raga , naturally there arc vat ions tonal inflections {kaku-s) related to 
t; every kfetra (producing organism). This (shade of raga) is known as 
kjetrakAku ° (individual inflection of tone). (124) 

'RSganntgna lit. immersed in tAga, in its primary meaning of delight, therefore 
delightful. 

1 VAdvaialnla— IM. S. cite* SaAgttautAhA of Kaphtitmtha lllifipa who identifies it with 
pifAkfarn i e. "svllablei associated with an instrument, c.g. the mo«tern jh&t& in sitar, 
tatkira in wind instrument* or where the syllable* i f an iioHumrnt aie used in vocal 
mime, e.g. tana, ri worn etc. in HA pa of dhtupada style, famwt of kama^aka music, tar Ana 
or tWAnA and similar compositions.” tcf. LM.J , no. 4. p. 

*Such as modern "ghasifa. »&ta etc. of plucked stringed instruments or special how- 
te hniques of bowed instruments,” tcf IM..S in I. At J , no 4, p. V») 

, t : i The word chAyA fill, abode or shadow and also Inure or beauty or so on) ts used 
| r >ln a technical sense, since it is identified with kAku which implies tonal inflection or 
Intonation. Here it his b*en ti (instated either as i cited ion or shade according to the 
tent ext. 

^ • *Uryate of the text lit. *is spoken of*. 

^ ‘ •P.L.S. observes that, "SrataKAku pertains to r«Af/<? .from $ where one note eoter* 

the sphere of another and thus adopts its shadow by getting nearer ” tcf /.Af./., no. 4, 

f**> 

’Compare the surmise of P.L.S. "The special characteristic of n rdjpa which distiagui- 
^|hes it from otheis is a rAga kdku " (cf. / Af./, tm. 4, p. V.l 

'DriAsvabhAiatah of the text may literally t»e reuderc*! as "in accordance with regional 
^fftalure" which seems to include regional aesthetic taste and ethnic siim ime. 

% Kt*trakAku has been identified by P L S. mainly with limbci of human voices which 
ji distinguishes one voice from another.” The relation of personal I indue to the tendering 
|>f • rfgo seems to be incomprehensible, but is not vet insignificant. As observed by 
^.LS., “Serious thought reveals that the timhie rf the human voice tins its own impor- 
|t»tl«f in Ihcncslhdic atmosphere created by n *Aga." (cf. /A//, no 4, p. 57J 
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(f) YanfrakAkti: The (shade of a rdga) arising out of the instruments 
such as Wnd, (lute etc. is considered by the experts to he yantrakaku' (ins¬ 
trumental inflection). (125 a b) 

The sthaya-s involved in the shade (of a r/}%a) other than the one which 
they reflect are considered by the expert vocalists and instrumentalists to bo 
related to chflya (shade). ’ (125 c-126 b) 

H. Svarnlanghim 1 is by frequent overstepping of intermediary notes 
(126 cd) 

9. Prerifa : 4 is that (sffulya) which is stimulated by the upward, downward 
and the oblique (movement of) notes. (127 a b) 

10. Tlkfna. 6 The note that is complete in the Smtl- measure and yet ia 
quite sharp in the upper register is said to be tikffta. (127 c d) 

(ii) 77 *7T7T: 

UMfVTfiufmsH snrcnriFnf nan i 

>*77*7 W: fmTTTOirg i* 77T: U^elt S5 

*7i7f7?7T Funfar*? frrt af?m ffa: i 

awsmrg *r?t: tenot TroaTftm: i > 

7§7t ita ttx: tow Tixrx srsflftRn: nn»n 


'Ytwtrokfiku tins! hi mcnlB I inflect ion) loo is signi flea at in the rendering of n riga^i 
from the aesthetic point of view. l ; or example, ns pointed out by IM..N., "tiina of norths 
India ixxp.vidly suitable tor solemn nnd grave r&gmt like darh&rikAthaifA and malMn^s, 
hut fafutmanga is itisl I lie opposite.'** 

•In the pierediOR few verses the author has defined six varieties of r ft Ay A. Now, ho** 
is defining the sfh&vtt*s pertaining to it. ChAyA (lit. shade or shadow, lustre etc.) has beta 
defined by Knmhhfl as a tonal modification in n tAgn which is identified wbh htkuf 
(l)hvanrr vikaro yah kAknh wl chav A ,V. Raj. II 3. 4. 7). II (he chava n specific chntHClerb ^ 
«tic of one »4v«, is Umufcrred. in singing, to another, I lie jifhAtm.% involved in the chi 
of one rAga and reflected ot transferred to that of another are said to be pertaining to 
chAvA. 

9 SvarafaAghita lit, licit which oversteps notes. f.aAahana is omission by o verst epp* 
ing; when notes ate fic<|ticn(Iy omitied, that stfutyti is svatalangfufa, *S* interptets bhQrl* 
(many) of the text as three or four. 'S 

*Prerita —lit. stimulated. The oblique movement of notes is elucidated by P.L.S. as 
"urkragati i.c. cm veil or winding movement of notes, c.g. sa ga ti ga ma ga ri 
ti ga ma ri sa ri ni sa “(/.Af.7.. no. 4, p. 18) 

•m^w-lit. sharp, compared by \S* with the point of a needle. Alsr* sec P.L.S,<f 
(f.Af.J., no. 4, p. 38) who quotes SaAgfia-sudha and says, ,# Tbc sharpness of the whole 
tone used in the tAra*.\tfiAna (upper register) has been given here the analogy of a needle 
point, e g. attfara gAndhAra in tara-xthona." 


1st 


arfaftTTTtin: fij: *tT7T b b \ 

®[S?TT: TtVHHuT XPWI * 57 : *7T7T fS^rPraT: MV H n 

Tsftwnfsrir wrn asftfidV?: i 

Xff*7T?777Wsr1 77*7 M ^ 

Tmp-rruTwwt *t«ts5t: 7 7 i 

txrxfrr: 73tf?ft7*7 
fibril TeTarsfowfcqr: i 
arrrt5U%ffr 7> tut srnif'sw: Trrrorfcg;*: n^vu 
•xmxtarwri) Tur^ra) 7 ^ 71 x 71777 i 
sr?T«r Truixintw: Truitoft 7*7 7*11 n^* M 
^rwfrr:, rmt snf?! nlvrxmt amfam: i 
SWlfererT: ?T3TT6rVtlT^^frt5f)S7T^ 7: ll^|| 
rnmftatnTr: h rmsir: ^^5rrm7>: i 

Wp»Ui1 771 TJTTTWTh 7a7lF77: M^V9ll 

tn^73T«mhcrTb?q??r i 

griirf: 7xm«m1 xsni^qn 

*rwrfst5ifTnftTrr> n ? 

8?5ffS9TT»7T7HT?TX5Tt7! xOt Tflf^fT: t 
Sw»«r> mmrmsvnv 7b7tnWm: ntv.n 
b 7r^tt#s77T73rr: i 

arrm^JT n* rma u 

rsrqtflf aX7T7T7 ?7 I 7I%7 ?T777^: i 
M7T7R?7 ^ rTTTT «tl7f7M4<y^7T: 

Pt#: vs’xromr rswimR ^m^wgrr i 
rsror TTTifxst >c^f mpdi f b fanwn : n^y^n 
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nrsw, m* fqqm: $?qt atoms i 

Jrtwfm: qqWWUUqit II {Wit 

ISIIIIW sfqyq <T^TT: i 

qrn: n?r»m> w: qqmtoinfaaftqmq iuvxh 

WT: ^<3^ f> WHT. Stt*RTT (qqqqifNat: « 

nvs: qrq?sfaq«m: a irq qqaifoa: iitvsu 
qfcFqfFranqog qfcmrg fqmaqrqi 
q re qrofcm : qWt^faa: Una W»: gsf: iqxvsli 
ffVsfY qnf qqrqi*qf ( qqi«i: ffitomt aa:» 
qqq qasWa: q<H?qqfaa: II * Veil 

afsauita aftoafg qqiq«a: i 
fq*rqRT qrHq)^ftffa*g *: u**Oi 
ftnq: *qti|q ^qq ^qq qtofqqqfiFOTi: I 
qql qjt qfpqt q q: fta*WITt qffTT H*X°ll 
qrjf «qfq: a qtq: W rlCTqHT qtqqi aat: I 
qrq^qqTcqiqi a*#«) fa: farUJ ^IIU! 11 

(128-151) (ii) The indistinctly defined sthoya-s 

| Bha/tma is considered to be the creation or excessive delighlfnlncM la 
a riga through conscious effort. The (sthaya-s) associated with it are ‘relat¬ 
ed to Bhajana" (I ?8 a h c) 

2. Sthapan/l: The sihaya-s that are produced by stopping and reawaken¬ 
ing’ at every step are thought to be related to uhayanH* (128 d-129 b) 






mm 


'Guup IM..S, *‘lt i« common experience that n performing musician has tome, 
ipeciol pieces in his performance where lie put* in greater effort in creating roktfi^ 
delight fulness). |hus strain or effort cannot and should not remain constant throughout 

i performance (f.Af 7., no. 4, p. 38) . 

9 SMpayitvA I it. 'having firmly laid‘signifies ihe arresting and the iclcasmg of IhttJ^ 
nnvement of notes alternatively. <* 

•SiMpttM lit establishment or consolidation of a certain step in the tonal move- . 




m 


3. Gath The sihAya-s that arc assocmleit with the majestic movement’ 
of the song resembling the go// of the intoxicated elephant, nrc related to 
gari\ (129 c-l30n) 

4. NAda: The sthAya-.x in which the a Ada (musical sound that is creamy 
and heavily swcctcncil) is profuse, nrc known as ‘related to tuu!a\ (c 130 b- 
130 d) 

5. Dhvani: The sthAya-s that nrc full of elongated phrases aic consider¬ 
ed ‘related to dhvani*. ( 131 n b c) 

6. Chari: The sthAya-s that arc associated with lender lustre are demons¬ 
trated 3 as ‘related to chavi\ (131 c d) 

7. Rakti: Because of heightened detightfulness sthAya-s are described by 
the experts ns ‘related to rakti *. 4 (132 a b) 

8. Druta : The slhiiya-s related to druta arc significant by the name (it¬ 
self) 6 . (132 c) 

9. Bhfta: (The sthAyaw) ‘rclaled to bhfta* are associaled with the filling 
up* of voice. (132 d) 

10. The constituent pnrt of another rAga, when adopted in a rdgn is 
(called) aritsa 7 which is sevenfold viz. kAranamsa. A AryArii.\a % sajoiiy<wisa t 
tadfsotiiia, vixadf.<Ant.<A t madyhasthAwsa ami athsathia. (J33* 134 c) 

t4 S* says that this particular movement known ns goti is well known in the singers. 

*Prayaga%% intcrprelcd hy 'S' ns n phrase full of gamaka \ (‘mnp. IM..S , 
can be lakcn to imply Ihe use of long phrases full ul gamako V* (/. \t J . no. 4 p. t«). 

•SftrAgadcva has already defined rfarrf (hislic) in describing vtuniatAt (vide S.R. 
Ilf verse 77 ante). There too, he associates the qualities or extrllen es of softness and 
brightness with it. 

VtoA/i—lit. delight fulness. 

•That is. they me related to fast tempo (ef. P I. S in / 1/7 , no 4, p. 40). f)nthi, as 
already mentioned, is equal to one half of iaghu 

•fl/if/n—lit. filled up. IM. S. identifies it with modern MuvAv, “implying fulness of 
volume or intensity” (i f. no. 4. p. 40) 

'AMa in this context Ins n specific meaning anil should not he confused with the 
fundamental note. When in a tAga a phrase of another tAy<t is impoited, it is called 
aiW«. 

This bears a close resemWa nr to a»raiA,\gakAkn i.e tonal in Meet ion already dealt 
. With in this chapter (vtde |J1 a b antet Ihe question is hmv to ditfcientiate ihe two. 
*K* points Out, “When the rh5*A of nnothei tAga comes to subsist in n civ*-n rdga in the 
relation of sama\A\a (inherence) for enhancing its beauty, it is called anyanigaAdkui but 
here the ainia (constituent part) of another when applied to a given *&fta for 

enhancing its delightfulness. is hi»rrowed from it temporarily and is incorporated into it 
falthc relation of cafhiirjw (combination). Thus ufWfj docs not inhcie in die given ray a 
' as is the case with ch&vA in the an\atAyakaku." It is peicrptiblc as a foreign clement. 

Moreover, as pointed out hy ‘S\ mbhi is constituted hy a group of notes that form 
if! arayava (constituent part) of another rAgtt\ whereas, tinyatAgukAku depends on the 
\thAyA of another tAga. Comp. P.L.S. **AnvarAgakAku denotes the cftAvA of one rAga bring 
• hweparably woven into another irfco and denotes a solitary phrase of n rAga 

being used in another tAga mcielyns an aihltrnry embellishment.** (cf. /.A/. J. no. 4, 

p.«0). 
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(a) KAranAmUl; (Parental constituent). When the atitia (constituent part) 
of a parent rAga becomes a part of the derived niga, it is called kAranAmtd 
e g , the constituent part of kolAhala applied to rdmakftL (134 c-135 b) 

(b) KAryamta; (derived constituent): When the constituent part of a 
derived rAga is applied to the parent rAga it is called kAryAmia e.g. the con¬ 
stituent part of bhairavi applied to bhoirava. (135 c-136 a) 

(c) Sajatiyamta (family constituent): The raga-s such as karitAfa and 
others that are based on the same generic features such as gautfaiva' and 
so on are (said to be) of the same family (sajdiiya). Among them, if a 
constituent part of one is applied to the other it is (considered as) having 
sajaliyamia. (136 a* 137 a) 

(d) Sadrtamia (similar constituent): The (transferred) constituent part 
of similar raga-s is (called) sadfsdtina e.g. in between suddha-natia and 
varAft. (137 b*l37 d) 

(c) Vlsadfiamtd (dissimilar constituent). The (transferred) constituent 
part of two extremely dissimilar 1 rAga-s makes for \*isadrt<mta\ as for 
example, the constituent parts of vehlvali and gurjari transferred to each 
other. (13K) 

(f) MadhyasihAmia (neutral constituent): The constituent part (transfer¬ 
able) in between two neutral rtiga-s that are devoid ot similarity and dis¬ 
similarity is (called) madyasihariita* like the constituent part obtained in 
between na((a and dr \Akhya. (139) 

(g) AmtAmta (constituting constituent) 1 The movement of one consti¬ 
tuent part into another is called ariisaritsa. (140 a b) 

Anita is the constituent part of a rAga that is transferred to another rAga. 
When the movement of one atusa into another is spoken of, obviously the 
mixture of more than one anisas seems to be applied. 

The sihdya s in which amsa (a transferred constituent part) is perceived, 
are known ns 'related to atnsa' (140 c d) 

II. AvadhAna: Those (sthaya-s) that arc taken with a fully absorbed 
mind are born of avadhAna (undistracted attention). (141 a b) 


*Cau4anu is the essence of the characteristic feature* that go to make up rAga gaufa. 
The sajAtfvafA (the relation of belonging to the same family! is bawl on the same 
generic feature* shared by Maw t. Therefore 'S' warns us not to confuse it with the 
relation of belonging to the same jM such ns yi4/( and so on. 

•Literally, the expression is negative i.r. 'devoid of similarity in the extreme. 
'MoJhyosthttiia lit. the aih$a obtained inbetween the two neutral Men-*. This it 
the rending given by 'S* Ad. I : d. reads madhymasya etc. which does not teem to be 
technically so good. 

is the constituent purl of n rAga that is transferal to another M*w When the 
movement of one i iMa into another is spoken of, obviously the mixture of more 
than one mbuf seems to t»e implied in what is called mbhUh (a which sounds rather 

enigma'k. 


Section 3 


185 


12. Apasthdna: The sthAna (pitch-range) in which sound' is produced 
: In great volume without effort is known as Sms if ulna (normal range). But 
Ilf it is produced with effort, it is (called) apasthdna (abnormal range). The 

| $»thAya*s that are produced from apasthAna are related to it. (141 c-'42) 

13. 14. A Ukfti and kannul: The sthaya-.x pertaining to nlkfti' (resolution) 
|;and karunA* (compassion) are significant by their names. (143 a b) 

15. Vividhatd: The sthAya-s taking resort to a variety of undulation 1 are 
■ (said to be) bom of vhidhatA (variety). (143 c d) 

16. GAtra : (The sihAya-s) that arc body-oriented are ‘related to gAtra' h 
? (body). (144 a) 

17. Upatama: (The sihAya-s) in which the pitch having been heightened/ 
^•calm 7 is obtained* are 'related to upatama* (calm). 144 b-|44 d) 

18. KAnufaranA is of course well known. The sihAyas arising out of it 
|v pertain to kAnjAranA*. (145 a b) 

19. Nlrjavana: The sthAya-s in which the tone is even, soft, delightful 

'/)AtvW (musical sound) is common lo vo.nl and instrumental tmisk. hut 
III Ill's context voice seems to he promineuilv in view. In this tonncitiofi 
|HS. observes, **lt is a well known fact that each suite and instrument tins 
Special pitch range which ill :iy he called no si/Ana If llmt range is violated i c. the 
is not in confer mil y with that tange, the result will he that the voice will he strained 
/wd some extra effort may have to be put in while singing or playing on an instrument.** 
no. 4, p, 41). 

•P.L.S. identifier m 1 1 fti with resolution, and suggests m>£/rr as a better reading for 
||||» which she says. **would imoty restoration to the original iHisition after tt»e use of 
|$z> 1 - wHous sthAva .«** and quote? StiAXiitvsutlhA and SrrAgini'iitnavasAta in suppmt of her 
' Interpretation, (if. ! A/7 , no 4, p 4|> 

§ The sthAya-% that arouse compassion among the listeners are said to he related to 

*PLS cites tth>daithtJi mil garnghAifitinphi, gdttfuigiinthi as esnmples td hh 4t ^yi Hit 
^t^JBBdulotion) and quotes S^tigitattimtnunArn in support </ Af / , tto. S, p 2<J) 

UiAtia lit. binly nr limb. See P.L ?*. who obverses that “these < uftAva-.x) me related 
|||t0 the characteristic fcatuiex of the music of cacti vocalist associated with the pentliari- 
^lltt of (his) physiological set up. Obviously the gatrinthAyo treats a dose tesenthlnnce to 
'ikiftrakAku. *S* differentiates them as follows, "Aj«*rr<M*iAr« is merely the rhA id (personal 
jxglide) appertaining to each individual body. whereas in the case of the gAint-sthdva, it 
M|« the character of the sthA r«ithat valie* with the individual body.'* In ntlici wotds, 
Kionte singers have greater facility with certain xthAut s and olliets with tpiite different 
itthAya-s. 

'Tivratara is interpreted by 'S' os atitara i.c. the pitch-range beyond the upper heptad 
| tap/o*o). 

'Upal&nfi signifies release of tension. ‘S' interprets it as a sudden descent from the 
^Ugher lathe lower range. Literally, it indicates calm or may be e\en resolution. 

*KAtijAranA scents to be a concept familiarpn ^Arftgudeva, and ilieiefore he docs not 
%(Wnc h. *K’ deiives (he word ftom *KAf\4*U a division, and interprets **A<tm//utrnu to he 
filial which moves in all Ihc three registers.'* as it weie. S* elucidates it on the nnalogy 
the art of engraving. Me says, 'the engraving of the (onus ol lotus and so on is 
Elwwrn in the every day life ns kAndAranA The srAiiu i related to it me cuasidered ns 
p^iftaining to A AnfarA «<#.*' 
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and gradunlty reduced 1 , arc said to involve ntrjavand* (successful control)* '^| 
(145 c-146 b) 

20. iiihlhn is free from slackness. 8 (146 c) 

21. When it (yildha) involves softness, it becomes' 
lalita H A { Hia 4 (146 d-147 a) 

22. I.utiia (grnccful) is sportive 8 . (147 h) 

23. l utiUt (rolled) is said to be (characterised) by softness and a swinging - 
movement*. (147 c d) 

24. Sama 1 is free from the (extremities of) fast and slow (tempo) (147 d- . 

MKa) '% 

25. A omnia* is considered to be significant by its name i. c. tender, 

(148 b) 

26. Prasfta 9 is that which is extended. (148 c) 

27. Snifidfui™ is devoid of dryness. (148 d) 

28. Cokfa" is said to be bright. (149 n) 4|^ 

29. f/Wfn ,T is significant by its very name (i.c., proper or appropriate),^ 
(149 b) 

m 

'SdkfmMihhnitdh * lit, led to subtlety; in die context of lime implies reduction Iflc^g 
volume. 

'Nnlimtmi is derived from wir/r. to control, lo conquer, io subdue clc. IM..S. quot«*^$j 
Sangftasumo riii,i*u who uses the word nr rjaramt in tl»c technical sense of singing Ihotj- 
implies breath contiol. 

•from KJjtui oowatiU the names of the xtidya x of this class hn\e been nanird in thttf^- 
nominative case instead of die genctive case applied to the foregoing uhaya x (see 102*? 
c o-104 n h). (JSflfui lit. means thick or substantive. Here »i is indicated in rhe rirgnlh 
terms of bfing five from slackness {taithUva) 

'ImUui a**4ha is y t ufha qualified hy softness {Libia tif means soft, tender, heaittiful^p 
charming etc ) 

*PLS opines that/ofi/ir implies special skill or graceful movement. (/.A/V., no. SfH' 

P- »>. 

•*S* links softness to swinging in a casual relation. He says “because of softness “f! 
is'wring to and fm. 

'Sama— lit. even • e Hie middle tempo or that which is neither fast nor slow: it 
also he inf «rprcied as tlic tonal embellishments used in the ongioal tempo of th£^ 
song or composition kmmn as 'fwrdbor A i far*. I / A f.J . no V p. 10). 

•A ionutfa -lit. lender or delicate. 

•Comp IM..S. who says, "Traxtia is widespread; it seems to imply a long spread sit. 
musical phrase** ( t.M J . no. 5, p. 30) 

'•Snigdha -lit. uniMious o r creamy: and is undcrsto<*d to be the opposite of t 
fdry> 

"C«iA/«- In. pine, spoilets. 

%9 Vclfa lit proper, apt, appropriate or suitable. Comp |M S. who says. "Aurtiye i 
a general qunht> which is an essential feature of nil artistic creation. Its ntnence 
lieen pronounced as the greatest cause of rnsahha^na t.e violation rrf aesthetic prinelp 
cs**f/ M J , no. 5, |». 31) Amit. m is propriety which implies llu* awareness of nesltietltf^ 
principles that makes for n sense of proportion in the application of the mind to IhOgfe 
execution of an artistic dieme. 


30. SudeUka is dear to flic connoisseurs' (of music). (149 cd) 

3L Apekjita (expected) is that Mhdya which is wanted lor the complelion 
of the preceding sthdya. (149 d -150 b) 

32. Ghofa: The tone llml is creamy, sweet, big' arul is used in the lower 
register in (the application of the gamakas) vali. n aha and vuhanf is (called) 
ghoja. The sthdya-s related to it are considered to be arising out of ghosa * 
(150 c-151 b) 

33. svara: The sthBya-s that arc (couched) in deep and sweet tones in the 
lower register, pertain to svara* (15 ic d) 


(n) qsrfa3*qnn: 


(i) fTTI»r^h>NwnT rniTI: 


q*pq *q wti q$?q & i 
swrnr^ to yrnfit t^qqfrqqt: 11^v.^it 
tor qlrqqwrW SFHifqq“r qq: i 
srr syMs^ firr onrr: *? tFqrarPjpf: n * * 311 
qf^qtsqij} tsm q«n 1 

ttoranfaq: onq. ntoq^qsq: qqfsqq: ti^vn 
<Hq*tqqfq q> q*ffT*qT>?N toq l 
rftsqfsrrerfi s?gqqoftrsq?g ?q* qqrqq s n 
fare foK qifiqtrenr nqnnqt toq t 

qq*qv 1 sqx^ iqtlj toftTOqqqifqq; 
arrftfjpgrJirqtsr: rqitrqqt. to qq: 1 
qfqqi$r>mrqq: *qixq\ q. qfqq(to iqy.vsii 
qfaoqtf«1«q fqqqq I 

fqH'ST 5 ?!. *qrsq*q(qq*qq» H^yqll 
fqm q')feqq?fl«?lsq) qq fqmirq^q'): I 
srW qVlqcq^qTTfq qrqq^ 11 uc" 

FUq: rnnqtjtsqqKqfq i 
WTrimfOTfir: qttq: f^qr ?fqrfqqtq^ M ^oit 
qtfaftqq foasr foaqr sro ^ jq>: 1 

fqq Iwmgqrot Trqq: fqr^qjl qq: II?II 

««q arnfr?r: ftrer: wmTqds^seqqt qq: t 

^ r 'Comp. P.L S. who cnye. "there arc some fmc features of musical rendering which 
Tpigppeal only to an nesthetc and not In the common man." H.M J., mi. s t p -\\) 

*S* interprets motion (lit. big) as si hilt a (hitherto lendered as rich). 

Wr~ *Ghoia is lit. noise, tumult or sound in genrinf 
*Svar<t ia lit. tone. 
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like the waves of* 


(c) The obscure (aprasiddha) sthAya-s: (152-176 b) 

(i) The distinctly defined sthdya-s: 

1. Vaha : The sihth-as in which the notes tremble, as if under a heavy J 
burden, arc rclnted to Vaha 1 (152 a b) 

2. AksanUtimbara: Those (sthdya-s) which abound in the display of ( jj| 
syllables’ appertain to them (the akfara-s, i. c. syllables). (152 c d) 

3 Ulldsita 1 is associated with fast ascending notes. (153 a b) 

5. Tarah^Ua is that (sthaya) wherein the notes move 
the Ganges (153 c d) 

5. Salambita : When the sthaya is so construed in a song as to sound 
like the swirling of water in a half- filled jar, it is said by the experts to be 
salantbita. 4 (154) 

6 Avaskhaiita is said to be that (sthaya) which involves a speedy reversal 
from the lower register while descending.* (155 a-155 c) 

7. Trotita is that wherein having stayed on a certain note for some timo| 
its octave note having been touched (slightly) like the flame/there is ftj 
return (to the starting point) (155 d-156 b) 

H. Sanipraviffa is that which has its notes closely knit in the descent 
(156 cd) ^ 

9. Utpraviffa is similarly (close knit) with notes in the ascent (156 d* 
157 a) -a 


'Vnhanfah—Ut canying (a buittcn). 1 he pmpoit is flint the tones in the sthSy 
related to rah* tremble like the man oppiesstd by a heavy burden on his bend. 

'Afamhara-Ut. show or display (of syllables) in this context, implies the profits lof»| 
of solfa «y liable* oi verbal phrases Foiming pail of ilie text of 'be song. ( f P l.S, who'll 
*avs, "the abundance of akfjrax or syllables lefencd to here can tome about in tv 
ways it by pronouncing ihe solfa syllables in quick successions amt it) by pronouncing]^ 
Ilie syllables of the vcihal structure of fita in a similar way". (/A/ J , no. 5, p. 32) 
observes P.L.S. "is one of the 15 gamaka-.s bid is nol associated 
with kampa which is an essential feature of gamaka. It is described as the order of asccfit^! 
in fait tjitipo'* (/A/7., no. 5, p. 32) " 

* Safamhita- til■ elongated. 'S* points out that it is also read pralambita in cerc§ 
tain MSS. Pf,S observes, "1 lie analogy of the sound of water in a half-filled jar can I 
perceived in singing with very deep breath and with extra vigour. It cannot be 
ceived in fast tempo nor are all singers capable of demonstrating it'*. (/ M.J ., no. 

p. 32) 

*.4voskhalira— Ut. drawn nwoy from the right paih. P.L S elucidates, "This 
plies an abrupt descent, and then again a sudden ascent from mandta e g pna a s-fa at 
ma gn ii n> dhn pa pan u s % s t/.Af /♦. no. 5, p. 32) 

•Just as the rtamc cannot be touched for more than an instant, and the 
automatically returns toils previous position, so also in the case of hot da the octav 
note is touched fnt on instant only, in order to revert to the original note (i.e. Ihe ftUtrl 
ing point of the brief ascent). P.L.S. demonstrates if ns for example Snaaa Sa+fl 
t/.A/y , no. 5, p 32). 

*PLS demonstrates it as for example, sasasa ninini dhodlutdha papapa. 


10 12. Nihsrtd (outflow), hhnlndta (in cyclic motion) ami dirf>hakanipita 
(long shaken) these three arc significant by their names' (157 b) 

13. PratigrAhyoilasita is that which projects and withdraws* (the notes) 
like the delightful playing ball which is thrown up to be caught again and 
again. (157 c-158 b) 

14. Alambavihimboka is preceded by the fast tempo and succcded by the 
slow one towards the end*. (158 c d) 

15. Trofitapratiffa is that where (ihe tonal movement) is discontinued in 
the higher or the lower register and is resumed in the other (i.e. the lower 
or the higher register respectively). (159) 

16. Prafrtakuhcita is the sthdya in which the volume 4 is increased and 
then reduced. 160 a b) 

17. Sthira : Ihe (sthiiya) wherein the notes of Ihe sthayivama (steady 
pattern of tonal movement) arc shaken is called sthira \ (160 c d) 

18. Sthiiwka .* The sthaya that is formed by staying on one, two or three 
noles at a time, is considered to be sth&yuka*. (16|) 

19. Kyipta is that (sthaya) which is extended 7 in the higher register. 
(162 a) 

20. Sukpiuinta ends in reduced volume", (162 b) 

'P.L.S. duidnlcs these three on ihe basis of Sangitosudhn vide 111, ??9 anil 230 
as under; 

(i) Nihsfta: This seems to imply tbc ‘(lowing out* of trams from a particular point 
e.g. tana I ga ma pa ni sa gnnnn a s t a t s s. 

!a$ (ID Rhr&mita: 111 is may be intctpictcd as the cyclic movement of notes bearing the 
| analogy or n mcrry-go-round; *.g. ma ni dim inn ma ni dim mn nm ni ni ma ni ni dim 
ma etc. 

(iii) nUghakantpita: "This obviously refeis to long shakes" it.AfJ no. S pp 12 

&«> 

•Comp. PL.S. who says. "Where note* are I blown out like a ball and are again, 
caught up; c.g. in sn man ma nm snn so, ri pmi pa pa ii ri, g» dlina dim dim gsm ga.*' 
•Comp. P.L.S, who says, " Hint which is sung or played first in druta faya and 
ggtben In vilambita lava. This can find n place in a composition or in gatihheda (e.g. 1/4, 
g^l/2. Dor in tonal embellishments." 

*Dh\ani is literally, (musical) sound. 

|jr • P.L.S. interprets it as "Kampa ill sthiiyi rarnax i.e. repeated or constnnI shake on 
Mllnry svara s.** f/.Af.S., no. 5, p. 33) 

^Comp. with the interpolation of P.L.S. who snys, "Staying on one, two or three 
bt and then proceeding forward, e.g. sa a ri i i ga a a, or sa ri i i, ga ma a a, ma 
a n, or sa ri ga n a ri ga ma n n etc.** (/ A/7., no. 5, p. 33), 1 lie word sthavuka lit. 
|tteans stationary, enduring, prolonged) 

% 'Kfipta- Ut. thrown P I S himl»lies it with the modem phrok (Kindi) (ef. /.A/7. 
0. 5, p. 33) 

f *S* interprets that it is moic volume in the beginning and less in the end. P.L.S. 
^tttocintcs intensity or volume with it and observes, " I fits is vriv much similar to No. 
above in this group viy PtaiftAkuticita, hut the latter implies the extra broadening 
volume) in the beginning whereas this may begin in the normal intensity". (/.Af7., 
5, p. 34). .W/mMlilrrally means that wlvcli betontri slender towards the end. 
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(ii) The indistinctly defined obscure sthAva-x: 

1. Prakftistha-4ab(fa: The xthityas in which the (musical) sound is mani¬ 
fested naturally without the elfort (to adjust it) by reduction or by increase 

|; (of volume) 1 , arc considered to pertain to prak r fist ha- sabtla (natural voice). 
r (162-163 b) 

2. KaM: The sthfiya-x in which the tonal intensity is reduced arc said to 
be related to kata' (163 d). 

3. Akramana: Tlie (sthilya x) that can be taken (i.e. produced) only with 
B great effort of prana (vital breath) appertain to Akramana, (164 a h) 

4. Ghafana: The sthtiya-x that are formulated ns though by an artisan 
pertain to g/iti/witf*. 164 c d) 

p 5. Sakha: Those that arc comforting arc known to be related to xukha* 
k (comfort). (165 a b). 

6. Cali is known as jakkA . The sthaya-s incorporating it pertain to 
(165 be) 

7. Jhasvara: Arnsa (the fundamental note) is completed to be JJvawara 
(the vital tone). The sthA\a-x that arc sting with its predominance are 

£ related to jlvasvara*. (165 d-166 b) 

8. VethuPnam: The \thaya-s that sound like the vedic chant arc consider* 
cd to pertain to retladhvanF• (166 c d) 

9. CShanafva is inherent intensity {antahsHra) nml the sthAya-s having it, 
pertain to ghanatva* (167 a) 

10. fat hi la is considered to be significant by its name 9 i.e. loose. (167 b) 

11. Avaghafa is said to be difficult of performance. (167 c) 

i 12. Plata is extremely prolonged (i.e. in very slow tempo). (167 d) 

'Dhfti ami hhfii are interpieted by *S* as tikuHt’wut (ovcmiII reduction) mnl yUrana 
(filling) of volume. Comp, this with P.L.S. who elucidates ir ;»% 'where the notes me 
;)■ produced with normal intensity without extra force or softness*'. no. 5, p. 34) 

•P.L.S, explains the .t thavos pertaining to A of A as "implying artificial reduction of 
Intensity(cf. /.Af.S., no. 5, p. 34) 

, 'GhofatiA lit. formulation in this conicxl. 

4 P.L.S. interprets it as ''peasant to the cat", and thereby distinguishes it from 
|2S’ tokti which is not only pleasant but also delightful to the mind i.e. that which imparts 
•nemotional colour to it. (cf. /. M.J., no. 5, p. 34) 

*&fiiQgadcvn does not obviously define it. but lie has resolved to give brief or in¬ 
distinct definitions only. It seems it was quite well known in his time as it was called 
Jakkd among the common folk. 

» *Ato<a is obviously used in the sense <4 the fundamental note line, and not as in 
verse 133 ante. 

'{ * f P*L.S. elucidates similarity to the Vedn* chant i «•. vrttmttimni as, "either staying 
ton long on a note oi moving around two or three notes for a long tunc*; (cf t.St.J t 
BO. 5, p. 35). 

- *P.L,S. interprets mtahsa'n as 'Tulncss or rirlinets of voii e”. tituvudva literally 
^®eans density or solidity. 

ft* lit. loose, is interpreted by *S* as the counter pad of tituvnam 
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13. RAgesla: (The sthuya that) is desirable for the completion of th© 
rAga is known as rAgeftaK (168 a b) 

14. Apasvarahhisa. That (sthaya) which appears to be (but is not) lik©3 
apasvara' would be apasvarAbhAsa*. (168 cd) 

15. Raddha 1 is the motionless sthAya. (169 a) 

16. Kolarava'. The profusion of sweet sounds in (a sthAya) appertains to 
kahirava* (169 b c) 

17. ChAnda.xa appeals to the uninitiated. 6 (169 d) 

18. Sukariibhusa is said to be that (sthAya) which, even though difficult^ 
(of rendering), resembles 7 an easy (task). (170 a b) 

19. Samhita is the one that is spread from the higher to the lower regt$f ' 
ter like the sound of ghanfa* (bell). (170 cd) 

20. luighu is devoid of gurutvd* (heaviness). (171 n) 

21. Antara is that (sthAya) which is between dhruva and abhoga™ (171 be)! 

i 

’Literally rendered ii would read, "< t hat which) is i csircd by the rAga for its ewn 
roinplr lion, is said to be lAgcffu. 

*.4pasvara is defined hy the author as (a blemish of) singing with an omitLd notCQ" 
(of a rAga) vide 35 b ante. Most probably here loo the author is using the word in thl*^ 
technical sense, a* it become* clear from his expression hhAtt (itppcnrs) r//>rr,mira-vnfih& 
(like upmvata), 'that is, the apasvarahhAsa appears, not as apaxuttu but, like opusroraW 
i.e resembling opus rum. In other words, Apax\'arAbhA\a bears the appearance of tOt-!©! 
semblance ami not ideiiliiy with asaxvam. ‘S* interprets it as "that ixthAUt) whklt twhil*| 
a lustily) being in tune, appears to be out of lutie**. js 

Mjwmrrn--lit. unwanted note (ri/m l Ji-oro), and apasutra \ AbhAw t tit. means th©|j 
appearance of the unwanted note Utpaxntra 4 dhtiAsa) 

4 S’interprets .cfnMfrn (mot inn less) in I lie sense of rtiguiiiu tut i.e. stagnating ns lt$ 
weie. P.L.S. elucidates hy saying that, “this implies a standstill position of a note c.g." 
when a note is prolonged and movement seems to be absent (though physically a si 
tone also implies a succession of vibration)'*, (cf. /.A/.J., on. 5, p. 35>, 

l *S* interprets lire huhutva (profusion) of sweetness of tone negatively ns 
absence of the lack of vwcet sound (tone)." P.L.S. elucidates tut fur our. "Bahutra (abuflkg 
dance) of sweet dhvarti (tones) can be explained in melodic music in terms of the simuti 
tancous tones of many instruments or voices produced in unison or in octave**, (<fj| 
/.A/./., nn. 5, p. Jf). Obviously, the phrase maJhuradhvanih (of sweet sound or soun 
or tones) implies ihc interpretaticn of tuthutva in terms of number, the word dhn 
has 1>een tendered in its literal sense ns 'sound* in order to include voice and inti 
mentation. Aciiiallv. it implies musical sound. 

* Arafura print lit. dear to the undisenminnlive audience. P.L.S. refers to the 
tnofisiiation of rivalry between a vocalist or an instrumentalist on the one hand 
the drum accompanist \tabtA-%Adaka) on the other as an example of chAndaut'ptiya. 

1 Vpartuth lit resembling or similar, but ihc implication is, "lliai whit It is difficult^! 
yet appears to he easy*'. 

* I he simile of lire hell is given to illustrate the decrensing intensity of the tesitllinjJ 
overtones when a bell is shuck. 

'Gurttlnt lit. means heaviness; its meaning ns applied to music hete is not clei 
P.L S. conjectures that being devoid of guttttva "may mean either the use of lagh 
(short) syllables in nhuiuUtiKC or an easy (lowing way of singing or playing'*. 

**D brunt and Ahhtga ate the sections of prabandha* n melodic composition which 1*^ 
to be dealt with m the next chapter. 
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22. Vakra is significant by itself (i.e. twisted). (171 d) 

23. Dtptaprasanna is that which is easily 1 (employed) in the higher 
^register. (171 d-172a) 

24. Prasannamfdu is that which is easy (to produce) and of tender tones. 1 
\ (172 b c) 

25. Guru is significant by its name 1 (i.e. heavy). (172 d) 

26. Hrasva is short. 4 ((173 a) 

27-28. SithdagAdha and dirgha: The following two (viz. (ithitagAdha* and 
l^rg/ra 6 ) are significant by their names. (173 a b) 

29. AsAdhArana is said to be that which hy virtue of the excellence of 
? Voice and sArfra, 1 is easily accessible to or remains in tune* 1 in the case of 
|fcrare (musician) but not in the case of all 6 (musicians). (173 c-174 b) 

30. SAdhdrana is known to be that which is similarly accessible to all 10 
^{174 c d) 


l ’S' reads sakata (Tull) in stead of xukara (envy) and consequently interprets it as, 
„ h . that which appears fully in the high register is dtpia-pra-nmna** | hi* in tupporied hy 
§SoAgltasudU (III 250). 

*P.L.S. opines ihat "mrdu Hiould be taken here to stand foi mundra, i.e. easy 
|flowing and tender tones in *mandra* are applied here." (cf. / A/./ , no. 5. p. 37) 
l' # 0Vr# is lit. hfRvy or dense, in contradiction with taghu desuihed earlier (no. 
|20 above). Accordingly. P.I..S. conjectures that it may stand for an abundant e of long 
^syllables or a sense of heaviness in tone-production, (cf. / A/./, no. 5, p 17) 
g. 4 P.L.S. infers shortness of duration (cf. /.Af./„ no. \ p. 17). 'S’ interprets it as 
|*dwarfish\ 

| l 'Slthifo ftAtfut seems to be nn intermediate variety in-between Uthiht and gadba 
*mhkh seems to be the same as ghntuitva from the ciypii definition given. Jit hi fa lit. 
Bleans loose or slack and gAdba lit. means thick. Comp P.I..S who elucidates ii ns 
p*lhit which has both UthUafA (slackness) unA gdjhatA «• xahatatA (force)." vide /.Af./., 

~ 5, p, 37. However, it cannot be considered to be a mixture of the two. sin* e in that 

te it would have been included in the category of mitt a (mixed) xthAyas. 
gi 'Dbgha is lit. long, end P.L.S. interprets it to be (be opposite of hrasnt (short) and 
^ktrefore signifying length of duration (cf. /.A/./., no. 5, p. 17 ). 

^ \ -*&AHra —lit. pertaining to the body, it it a technical term already defined ns the 
ability of voice inherent in tha body for the delineation of a rAga even without any 
dice, “thus, if may well be considered to Ire one of the prominent factois that go to 
„ illiluie a musical genius. 
p . * rSusrara-Ut. of good tone, technically signihes the ability of pro*lucm R (hr appro- 
Iprialo tone without a fault; or, alternatively, as 'S' interprets it "that wh ch U free from 
$6DOSHtra'\ which has been defined by the author as (a blemish of) singing an omitted 

r^T—" 

|M *Ihe purport is that the sthAya called asddhdrana (lit, uncommon) requires extra- 
ri WJnary excellence of voice, capacity for singing and precision of tone production, and 
I therefore not easily approachnble for all. It can be rendered by n very few exirn ordt- 
flrily gifted musicians. 

H That is why it is called asidh&rapa (lit. common). ‘I his ins»y he mulct stood in con¬ 
tradiction with the as&dhArana described above. 


tear 


194 Miscellaneous Topic* 

31. NirAdhAra: Hie (sthAya) that does not require vahanV etc. for dis> 
charging its function is called nlridhdra* (supportless). (I7S a b c) 

32. Dtifkarohlui.ut is said to be that (ithAya) which, even though easy (to 
produce), is like’ a difficult one. (175 f-176 a) 

33. Miiraka is so called because or being a (product or) mixture,^ . 

(176 b) \ 


(«t) fwni'H: 
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•KaAimf ha* altendy been defined (vide 114 c-118 b ante) as Hie shaking (of notes* 
either in the ascent or in Hu descent, and also in the sancArf (varna) with a constant* 
tremor. Many of in subvarieties nre mentioned. This Is considered to be a well known 

uhAyo. 

% Nlr&dh&ra implies, "that which does not stand in need of anything external to l*M 
self.** That is why P.I..S. observes that "it seems to be Hie opposite of apekfita (vhld'i 
142 d-l50b). It can be conceived os the last phrase in a particular section which brings ,jS 
•bout a sense of completeness and which does not require any other phrase for tejSp 
completeness.** <cf. no. 5, p. 38) *S f includes the famaka s such as rati, humpHra&$ 

and the like as signified by adi (etc.) of the text. ?^r 

•Dujkarofutnut- lit. like a difficult one, implies a similarity of outward appear* J 
once. Obviously, this is the opposite of sukar&bhdut {I it. appearing to be easy). (Vidor 
170a b ante), f ’omp. P l.S, who intetptets it as an "artificial rendering of n piece t»V 
as to give it an air ol being very difficult." (cf. /.Af.7., no. 5, p. 38) 

•The mixed varieties also include the fifteen gantaka-s among them These ®r0 
iog dealt with by the author as a separate category. % 


llfem 

'wMtM 


bcbn?mt»U ixmvvHba: ST: 



9i«qq.siq) ; » 
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finfrolrsrPp^r tfjrfWaTPgrr: i 

nTTff Xtf?fTnf0»i0<!Jini«?r5T:«T , >l: ST: I 
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| (d) Tlie mixed ( miira ) sthaya*s. 

Since the varieties of mixed sthdya- .rare infinite, it is not possible to 
jisdicate them (all). However, in order to indicate the direction 1 (i.e., to illus¬ 
trate), some of them arc related here. (176-177 b) 

Whatsoever (mixed variety) is dominated by whichever (stftdya), it is 
med after that.’ Where (the constituents arc) equal, the name 'miins* 
one is (applied). T hus, it (mttra sth&ya) is now formulated (as under)* 
|(|77c*l78b) h 


'Wk praJariana mdnd rtham-Ut. "only for indicating the direction", implies the 
hor proposes to briefly indicate the process of their formation and name n few of 
m by way of illustration. 

That is, the resultant mixture of combination is known by the name of the pre¬ 
dating sthdya c.g. Sabda^mUra, 4hafo-mliru and so on. 

•Such as, llripAmfoHfaitiripa+atutonia) and so on, where two are equally mixed, it 
^ omes a bi-mixture {dnyogaja), with three it is tri-mixture (tnyopaja) and with four 
b a mixture of four {caturyogaja) and so on. In this way ihirty six vaHeties me 
spoken of. 
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L TlripAndolita 

2. IJmikamplM 

3. KantpiiAtiata 

4. Tiripasphurita 

5. /JmM/rfwrlw 

6. Sphurituhata 

7. IJnakanipitalina' 

K. rriWi/iimiAMrii/d/itfM 
9. /'/miW/ddrmW 
|0. ru/i/mffip/«Wm«/rfW 
11. NAndtAndtditavali 
12 

, j. AmhlhapIMiokasamillasItanniimlta 

14. ririp'Uul>>liuii<ililribhinnakurula 
,S /V MinnalinatpIniritapMttodoliia 

|6 . OS rahani and din, la (or) ifhila and vahan, 

17 , Of ><thda and tfhAla 

18, Of vahan! and vantra 
|9. Of rltAvA ami yanlra 
20 Of 'ah*la and yantra 

21. Of vahani and ebay* 

22. Of vantrn ami vitdyasabda 

23. Tik>napreriia 1 

24 rik}naprvritasvaralanRhlia 

of dln’da. (alula, yanna. and vldyaabda 

2( .. oj din'iia. ,m>*. flW< 

27 Pr tdam hit A vask halita 
28. TrofilollAsita 
29 

32. Trolliapra,h,a,prarl,(aniftsarana 




'WWlyM‘J uilenujf iiiumuiicu in imc in'** \ 

has mentioned the names of 36 mixed jfJrir<v-.« only, 
Indicated the possibility of forming many more on t 

mAirn MAMlifinc ti4pioliM furlliiir •ilk.ifiviiloii oc frill/ 


Mhe •llnn kan.ra.^ „ qui(e unintelligible. P ^|l|§|g 

combination of Jitfe.en. ***•*«£ lht »HB 

bably some other name might ha « * f r((fc(jnf onJ «f M /„ twice keeping both 

•Hie teat ennme.nte. the combtn j However, it oppeat* that the auf 

the first and H«e «o*m1 |h , practic „ a , the form of one combination 

mean* to offer llicch^c of boih the in lh c Ad. cd. has tMgfl 


DlrghakampitasilkymAntabhrAmltasthAyuka 

Prn.Tr/d^Mflc/mil/i/fn 

y 36. BhrAmitakflptastlk $mt 

* These are thirtvxix (mixed sthfiva*tti. Similarly, others can also be con- 

’ 1 m ucu 1 mi irw| Jinw/ttM me mi ihcu i»jr nm-i himimh i«n» in more of the 
already mentioned in the last two (a-b) categories. &*iAgadeva 

■*--- 1 * L --mi —- —i.. though he has also 

this pattern. “Sangita* 

tty mentions 66 varieties further sub-divided as follows according to the 
of varieties mixed into one viz., dviyogaja —29, triyagaja— 16, 
— paHcayogaja—5 and jafsarityogaja—6^ 66” (cf. P.L.S., 
no. 5. p. 38). 

In the history of Indian music, Sfirrtgadeva is the first author who has 
dealt comprehensively with the sthAya-s. Though, neither Mutahgn nor 
Bharata has mentioned this concept in their treatment of the music theory 
of their times, Premlata Sliarma (henceforth referred to as IM..S.), in her 
article, 41 The concept of Sthdya in Indian Sangita<Astra” (cf. t.M J., no. 3, 
196$) opines that, the origin of this concept and the tradition of perfor¬ 
mance built upon it during the 12th and the 13th century can be traced 
to their texts. As she observes, “ SihAya or thAya is a very important con- 
of Indian SangUasAsira, which has almost fallen completely into 
Oblivion, It is akin to gantaka, but has a much wider scope, embracing 
aspects of musical tone and its embellishments’'. Apart from Siirhga- 
Parsvadeva who is considered to be his contemporary, has dealt with 
*3®in his SungItasamayasAra. Some of the later writers have also dealt 
|#Hh st h Ay as, notably RaghunathabhOpa in his Satiglta AW/M, Kumbha in 
his Sang!tarAja, and Tulajadhipa in his Sangitasardmrita; but they have 
§more or less reproduced the version of S<?rtg//<Jrtf/rM/ctfr< 7 . (cf, P.L S„ Mf.J 
>. 3, 1965) 

£|f Tracing the origin of the concept of sthdya P.L.S. in her article (already 
^^^Kgltnlioned) concludes that, 44 Sthdya was evolved through an analysis of the 
lei'^^^^yarious elements contributing to variety in tonal rendering”. 

The important and wide prevalence of sthAya-s in the practice of rcndcr- 
rAgas is obivious from the very fact that Sarngadeva details niuctysix 




. many of which are very well defined. 

jhc author has classified the sthAya s primarily in three categories viz. (i) 


| prasiddha, (welt known), (it) aprasiddha, (obscure), and (iii) mixed. The first 
JjW5|||tategoiy is further subdivided into two classes viz. (i) the well known and 
the '5JU' r.HTe«r^») •i*nifican« by name. The names of .he latter are so designed ns to suggest 
unified U* read #s ,a r H,p„rilasv<>r,daAxhM. function. 

pr „i,^ h mh^betsl due ttf««u tw^»W ho|#tw uli , lpm from the The aprasiddha (obscure) s,hitya s arc farther subdivided ns distinctly dc- 
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With .how twenty sthAya-s that are obscure . e. which are^ ^ ^ 

known, and yet are distinctly " * fc „ ,' h0 ngh they can be 

orfhe former cate* 

B °As already mentioned, the obscure (aprosiddha) sihAya-s are 
characteristic more orta**£"“*, to be considered as ; 

sjeses,- ri as* “«r; f r7 * nd -'i 

«, an idea about their individual function in the contest of rAga*. j 
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(xii) 

(*) ancrpsTTOWtr. 

m faqi nfam TWfWi*^ fn5i>s'<nf[ \ 

(xii) Alapit and its types (189 c-202) 

(a) The definition or Alaptl: 

rupaka. (189 c-190 b) 

(nr) TmnrPw: ^ 

T HiiNfm^ g in m ^H* 11 

f^srr): tn rmficfn «ftrrtWt f*?: t 
rm: wmt « «Ut« 




•*1 


m 


\i-M 


orfaw n ramg fgyr: qfaftfar nU 3 » 

fftni%tJ«|tftMW> fitIHI 8 T«J(f<JHI: WTT: I 

artjfbt^ nrnfiwsi "tnr^f 5 11 (4*11 

fggn mwrtiwr 5 fanfqnrmnugwq t 

RfmA T Rmfc rq m qmq iitCXi* 
wii: jtorwjhPjf fa: 1 
TT«rcx fxiqqr iih(ii 

(b) Rag&fopti: 

Indeed rdgdlapti is eotirely independent of rupaka ,* !t (arises) by Tour 
Pmthtina-s' (steps) as known to the vocal experts.” (190 c-191 b) 

The note in which the rAga is established is said to be steady (sthfiyi)* 
The fourth from it would be halfway [dvyaniha)} Sounding of the note just 
below* it would be (called) mukhacAla\ and that forms the lirst .t vaxthAna. 7 
(191 c 192) 

% RAgAlapti is said to be entirely independent of rtipula, because ii is entirely fiee 
from the rule* and regulations of nihoddha (composed) pdna (music) which is called 
Probandha, r oxtu or rOpaka (cf. S. R ., IV.4-6) 

*5raj/AJno-j are explained in the following few verses. *K* describes them os resting 
points in the rendering of a rAga. *S* considers them to he the integral parts of Atapti 
- (the arayava-f of Atapti). 

*'S* sees a reference to Bbarata and others in this expression. 

M K* elucidates, "the fundamental note (aifcia). whichever in whatever rdjpo (even 
Other than fa<f/a), on which the rAga is settled, because it imparls stability to il is called 
the steady note (sthivin),** 

1 •The fourth note from the steady in ascent is halfway to the eighth note which com* 
pities the octave. Thus, the note which is fourth from the steady divides the octave into 
two. and since the eighth note is twice the first (i.e the steady) In pitch, it (the fourth) 
bellied droyardha, dividing \he octave in two helves. So, the expression has been 
translated as *hatf way* to octave. Dryatdha technically means the half of the double 
(pitch). *K also points out that the range of a sratthAna, as defined here, includes (he 
Omitted notes as well. Ihiis the fourth note from the steady, tadia for instance, would 
be madhyama. Even if tfohha is omitted in a certain rAga, it will remain the fourth 
note for the purpose of rendering Atapti and the arrangement of traukAnas in it. 

*'K' observes that the expression *tho note below it* is suggestive. It includes all the 
Ola in between the steady and the halfway notes; not only that, hut it also includes 
» notes below the steady in the lower octave up to its half, for he argues that if the 
lltfpretation of text is limited to one note only, the rAga cannot be projected at all. 
f The first svarthAna is technically knows os mukhacAla (lit. that which moves the 
|i mouth) in other words, the initial tange of voice production. *K* presents the purport 
fig) follows:Beginning from the steady and considering the fourth note (from it) as the 
^Uppermost limit (which is not to be touched), rendering the intervening notes and 
titturning to the steady as the final note constitutes the first srasthAna. 


‘That* refers t o Atapti. 
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The second UwtHAna) consists in sounding the halfway (note) ami (simM 
larly) returning 1 (to tlic steady). The eighth note from the steady is known ^ 
to be double (in pilch). The notes obtaining in-between the halfway notb 1 ^ 
and the double (pilch)—note are ardhasthlta* (the other half) notes. The 
rendering of these (ardltasthila) notes and their return* forms the third 
Hie fourth consists in rendering the eighth and returning to 
the steady as its final note. (193-195 b) 

According to the learned, the (rendering) of these four svasthdna-s makes 
for rdgdiapti. The delineation of rdga takes place thereafter through the 
use of small sthAya-s having clarity and various artful turnings' 1 and 
permeated predominantly by the vital tone 4 . (195 c-196) 

Alapti is equated with the alcpanam of rAga> and not with rAgdldpa which ^ 
has been defined vide S.R., 11.2.23 c-24 which essentially portrays the ^ 
characteristic features of a rdga such as the initial note, the fundamental 
note, the pitch range and so on. The word dlaptl is derived from the root v 
A \ tap t to speak, to address, to converse etc. Likewise, the other two words v 
viz. AlApa and dlapanam are also derived from the same root. contend! '*■* 
that since those three words are derived from the same root by applying 
different suffixes, there is a technical difference in their connotation. AlApa ^ 
of masculine gender denotes predominantly the projection. {AvirbhAva) of 4 
the rdga; Atapti, of feminine gender, denotes predominantly the conceal- 
ment of the rAga , and dlapanam , of neuter gender denoted both withotu $ 
any stress on either of the two aspects through which a rAga is manifested. 

He therefore argues that Aldpa and Alapti cannot be equated, though th^ 
can both be explained in terms of dlapanam . 

Thus Atapti implies the manifestation of rdga through the vocalisation of ^ 
Us essential features, by employing different melodic phrases and tonal 

terns. *rg 

KnllinfHha, however, points out that apart from this general character^ 
which Alaptl shares with dlapa and dlapanam , its specific function lies 
temporarily obscuring the identity of rAga by taking resort to the saftcdro&Sf 

•'K* elucidates "il implies taking the previous notes as tnid above ami including tl 
fourth note at well in the rendering or the Atapli and then returning to the steady." Th»$s 
it the range in whkh the rendering of Alapti attaint its second %va%thOna. \S* support!^ 
the view* of *IC\ 

•That is, the fourth note from the steady. 

• Ardhasthlta lit. the note* situated in the (other) half excluding the eighth i.e. 
fifth, sixth nnd the seventh. 

•According to *K* the nyisa it in the steady ( sthAybt ). It seems to be the rule 
every srasthAna, that the final note hat to be the steady. 

'BahubhaAgl Ww*xi i* an artful curve or turning. The whole phrase indicates 
use of various types of such artistic devices. 

*Jf¥as*ara (til. the vital tone) is the fundamental note. The sthAya-s are so conceive# 
a* to bring about a very frequent use and profusion of the vital tone. 




(movements) Hint are common to oilier rdga-s ns well, lie elucidates this 
phenomenon on the nnalogy of Dcvndatta entering ntnl silting in the rojnl 
^ourt. Me says that, when a member or the royal court, Dcvadatta Tor in¬ 
stance, enters the court, he is marked distinctly ns so nnd so; lint when he 
takes his sent among his colleagues he loses his personal identity nnd In¬ 
comes one among many. However, if he rises ngnin with some purpose, he 
is again recognised as so and so. Thus, accoiding to him the function of 
Slapli is to manifest the rAga through the alternation of projection and 
concealment of its identity (cf P.L.S.. Introduction to BhtUanwgala/iari. 
vol. II of Balwantrni Bhatt, pp. 3*5). 

This dlapti is twofold according to its affiliation vi/. rdgdiapti and tiipa- 
kS'apii, the former being associated with rdga and the latter with rupaka. 
Rupaka is defined in the next chapter (IV.4-f,) as another name for 
prabamlha (a type of melodic composition) While dlapti is defined here. 
rOpaka is dealt with in the next chapter, blit its dtapti is treated by the 
author in the present context. 

(?) 

wf* 5 *? rntuT * Gretas i 
*n staff? wwmfar: m 3?f?rf??T it 
jfffn^fPntaann t f w wWHtftn ft i 

sfffm^Tfffn stam afa?$r«?vT $4: i 
v**i*ft fffftftff star TOftre'ren'ssitnfT hhs.ii 

«f*r ffmmtar vww fam: i 

in tar n^oott 

& mta ffirt *??? «ff? t 
3f5lf«tT *l?j?«f I ?tf?»M!W?Stt ll^o fit 

(c) Rupaka lapti: 

Definition: 

That 1 which is constituted in the framework of rdga and tdfa of a 

rtlpaka is said to be rCtpakdlapU. That again is twofold. One is called prati- 
grahanikd and the other, Mtailjanl. (I97-I9R a b) 

‘‘Thai* stand* for Atapti, # the A lapti which*... 
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(i) Pratigrahanikd: 

Having rendered 1 sthtiya' (constituent part) of filaptl* if an integral part 4 
of rtlpaka is resumed/ it* is called pratlgrahanlkd by the experts, (198 c-l99b) 

(ii) Bhaiijani: 

Rhanjanf is known to he twofold as it (lit) breaks either sihaya 1 or 

rtlpaka. (199 r-d) 

When a sthtlya* built in a rtlpaka 9 Is presented in various ways, 1 * 1 keeping 
the original measure of the respective pada-s, 11 it is known as sthaya- 
bhahjani. (200) 

If, however, one sings the entire rtlpaka in quite different ways, keeping its 
original measure with original pada-s' 2 it is (called) npaka-bhafijant. (201) 

t l'ldhSya * lit. 'having IomI down* i.e. having sung to begin with 

*Sthdva in this contest ha* a specific meaning, ll refers, according to 'S', lo the 
svasth&na of rdgdfapti, wliiil* is a constituent part of it, 

•Ry alapti. what is meant here, according to *K\ is rdgdiapti. This interpretation is 
supported by Simhahhftpftla's interpretation of sthdya as telaied in note 2 above 

*Rupukdun<na is tilcniified by P.1..S. with murhh or mukhjd of the modern Hindus* 
tani music. Accmdingly, she interprets pratigrahanikd. in the modem context, to be the 
action comprising the singing of Attp-fdn, hahaldvd and such other devices that manifest 
the rdga time ami again only in order to catch upon the tnudth or nwk/tfa. Thus, she 
observes that most of the cnntemporniy music involving tala is of (he order of prati» 
grahanikd (cf. Introduction to BhdvaraAgatahart of B. Bhatt, pp. 5 A f). 

• Fratigrahamt —lit, ‘inking back', implies the idea of leleasing or giving up, and then 
taking back. That is why it lias been rendered as 'resumed* instead of *taken*. 

•The pronoun 4 ii* refers to the entire process of rendering alapti. 

’In this context the word sthdya has quite a different meaning. *K* interprets it as a 
port or section irkadeta) of prabandha (i,e, rOpaka) and 4 S’ also elucidates it •• an 
orovmo In constituent part) of prabandha. 

\Sthdya, in this contest, is defined by 'K* as prabandhalkodeta i.e. a section of 
prabandha , and by ‘S' as the avayava (a constituent part) of prabandha . 

• RQpak <vjmh.ii/rf7rMimililies sthdya to the purport that it should form an integral 
part of rOpaka <i.e. prabandha). 

"Nandp'ok&ra i.e. a pai titular section of rOpaka is rendered in different way* as *S* 
elucidates it UtnrkahhaAgiktib). *K‘ says, it implies creative effort based on the genius of 
the perfoimer (vocalist or instrumentalist). 

n /W« is dcTiucd by ‘It* ns the subdivision of viddri (a section) in the above context; 
while, by the measure of pada s, lie says, is meant the rest-period (of time) involved in a 
particular ktiid of itdta\. 

’•That is, the pado% m defined in note 11 above. *K* explains it on the analogy of 
meaningful words (pada s) of a sentence that arc related to each oilier in order lo make 
a sentence, and arc nol used independently. The pada-s taken to he the sub-divisions of 
viddri (n set turn) arc employed in an integral form, and not independently. Comparing 
and identifying rOpaka hhagfani with the contemporary practice called 'bandit latifdnd or 
utf&nd' a rare device of modem music, P.L.S. describes pada as significant in the context 
of vocal as well as instrumental music, and as constituted of words or phrases imitating 
the particular soundings of musical instruments (such as nam tom , diri dirt etc.) set in 
the pattern of a section of prabandha (cf. Introduction to BSdvaroAgaiaharf, II, p. 6). 
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(*r) 3TIST^: *Tf*T 1 ?T J T«R’>!»r 

(d) The general definition of alapti: 

Alapti is described by the experts as enriched by varpa and alanfalra, 
variegated by garttaka and sthdya f and rendered charming by many tactful 
turnings. 1 (202) 

ROpaka is another name for prabandha , a musical coni position to be 
dealt with in chapter IV. Rupak&lopti is the particular alapti that is relevant 
to the singing of prabandha-s and essentially differs from ragtfapti in so far 
as it is set in the framework of riiga and tdta of prabandha . 


(xiii)^Tf, WWW! 


(*) 


stfrofafa ?ra fssr 1130*11 

(xiii) The ensemble (vrnda) and its types: (203-223) 

(a) The definition: 

A company 4 of vocalists 4 and instrumentalists is called an ensemble 1 
(vrnda). (203 a b). 

(9) 

■ara u ft gsnuwiTt %yn: \ 

jnRufl^Rn xtftursHt rt^ovit 


'This definition applies to all the varieties of alapti. BhaAgi , in this contest, is identi* 
Red by P.L.S with “the modern Jhuranmuran, which she elucidates as jo4~to4 <i e. 
Joints and porting*)**, the devices that provide for a zigzag rendering, (cf. Introduction 
to BhdvaraAgahhari. II, p- ft). 

'SaAghdta— lit. close union or (intimate) association. 

•Singer* a* well ns songstresses. 

• Vfndo lit- a large number, group or heap, is here used in the sense of a group. 
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ut$ ns \ 

«jon( wvwfa qfq«s gwTnrr: u^oyn 
qq: wra w*mwntfwft nnifiwn: gq: i 
qqqt qifsrqr^ am qiffaqffqq ii^o^ii 
qqifc qiqqtq^t gwqqiqfaqigqq i 
srer ?g: qqqiqqft qtf5wf?qq fr*n ti^oqn 
q*q^ gqqqiqqt i 

qqi*qra qqqtqqwqqqt qtftwuqqi ii^ocii 
»jq q rW *qrci3|«<rqqqt q%q i 
S^qrvqfa 1 * q?q qtqT^qfqtftfau? ll^o^ll 

(b) The (vocal) ensemble: 

ft' is threefold—the ideal’, the average, and the mini (203 c d). 

(1) The best ideal ensemble: 

The ensemble with four leading singers, eight following singers, twelve 

songstresses, four flutists and four drummers* is said to be ideal 
(204-205 b) 

(2) The average 1 is half of it, 6 (205 c). 

(3) In the mini, there is one leading singer, three following singers, four 
songstresses, two flutists and two drummers. (205 d*206). 

(4) In the ideal female vocal ensemble, there are two leading songstresses, 
ten following songstresses, two flutists and two drummers. (207-20* a) 

(5) In the average (female vocal ensemble) there is one leading songstress 
four following songstresses, one flutist and one drummer. 0 (20H bed) 

(6) Anything less than that 7 or at (one’s) discretion makes a mini 
(female vocal ensemble). (209 a b) 

•It signifies the hand which it classified as ideal, average and small mcording to the 
number of vocalists nml instrumentalist* constituting it. 

•the classification is based on the number of participant* and i* characterised at the 
best of nil [utlatna), medium, imadhyama) and small {kanlffha) signifying the ideal, the 
average and the mini ensemble*. 

'M&nlaAxika— lit. one who plays the ntjdaAgn which i* a type of drum. Though it it 
thus letliicted in its signification* it hns been tendered a* ‘drummer* for want of a more 
specific word in English. 

*Modhyanut lit medium. 

•Half of the personnel of the ideal one i.e . two lending singers, four following 
singers, sis female singers, two flutist* and two drummer*. 

*VAMUkoh of the test lit means flutists, but sime the drummer is not mentioned, *S # 
inlcrpiei* this plural to include one fiutist and one drummer. 

•‘That* refers to the medium size average female vocal band 
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(7) If the ensemble exceeds even the ideal one it is called kotohala' (lit. 
uproar). (209 c d) 

(*t) 

tinfoil 

stolen *pu: i 

(c) The excellences of the (vocal) ensemble: 

The following six excellences are spoken of with regard to the ensemble: 
a (sympathetic) following** of the leading singrt(s), uniformity, 1 keeping 
of M/tf and lava (rhythm), covering of each other’s errors, Ihe ability of 
operating in the range of three registers, and the similarity of voice 1 (210- 
21 lb) 


(S) 


an*? q«?fq$iq § jqq qrqt gfq: 119**11 
mrcq qrqqsw qraq^fq fqqr q w. i 
hwui rWt qrqqrq qftq^: ilStSH 
sWrntqqtft fion fsqsqt qfonM* i 
q??ra0 f fam qttasr q q faqr) 119 *3 u 

«an q*it fqqwft q <tfhrcn rnrafyqqr i 
aftfwnft q qsq«r: qbft siqq^fqq: 119 * vii 
qrripqnmftwi^aHqTOfq qrssfi: 1 


qtfiwr: qifqqr-qrq-quiHiqqt: M9 *yu 


WSH4UI gwt qisf^qtma: iiutu 
*qqt s(fT SSS 5 T qfaiqWT q SSJfft I 


l Kotehafa-tit. 'a loud and confused noise*, an uproar, suggests that such a big 
ensemble would he unwieldy. 

Mwiirff/f— lit, 'an altitude of following* i.e., of singing after the leading singerf*). 
'Mllanam is explained by *S* as the absence of dissimilarity in singing. 

•*S* interpret* iabda-sMflyam (lit. similarity of sound nr words) ns the extreme 
absence of dissimilarity of word*. Sahda can be interpreted both ns sound and as Words; 
perhaps both are implied. 


vs 


Mi*ccllaneous Topic* 

«wt wit *«««w 

giTOT ^5n fWRi ffwr **H » 

*sl g«roO stest fwi 113 

nyiia q?: um > 

(stuncTT sstuinrat mst ^ 
gu nsdta r re fcrt yUTOPIHfia*: i 
q?T7HT7q; ,, i^ , i'« , l'«^& g,: u ^ oU 

«mt» 

ar^Rtytra^q^wftMo : i 

fqf^fqtswqlsft^g^fwa: nw»« 
qr^qm ^jpi: qrWvW^qSWW » 

^nmmnftnt jj «r*^ ^answSt i» nn Vi» 

,l?fq 

•^an^’H^rqTfq^ rrjfl<KWw ft mMwmn^rftrr: 11 

(,0 The kulapit: 

The sane ntmrain has spoken of a special ensemble called kutapa,' 
which is threefold vi/.. ns related to the stringed instruments, the membra¬ 
nous instruments and drama.* (211 c-212 b) . - 

The ensemble of the stringed instruments is known to be confuted of 

•«-*. T^-ttcSZZXZ ZSZSXi-SZZ'S. 

•The classification of kuuica m three type* ■* c v Thfll it in 

t •».*« nitiiitrular ivne of instrument by whuh M is named, mot is. to 
^rl'.TofM.in.e.t.urnen... «he «b««" B nd the (hue. are »•.« bu ‘ 

melr^w,., am... th* «« 

,he r::, f t :: i::z x- *•— ■«—r 

“ ""I' ITnwmWe «f suing*! insmmunu! Is r ,dominantly con.mu.cd of the 
tone instruments and the aranndtllm kutapa tihe ensemble of the covered in.iruments) 
!s made prominently of the fd/o-instioments. The third type Is a tmsed vane.y w„h e 
vciy specific purpos*. actots bong promtnenl. 
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the singers* company 1 consisting of the players of such stringed Instruments 
$8 vM f ghofaratl, citrA, vipaftef, parlvAdlni, v 4 dhki, kuhjikti , /rr;//jfi naku- 
lojthi, kinnarf. jay A, kfirml, ptrulkl , hastikii, Jatatantri, audundutri, fajkarna, 
pauqa, rAvanahasta, s&raAgt and dlapani* and also those of flute, pAvikA, 
pdvd 9 ktihala, &aAkha % muharf and the horn instruments nhmgwith the best 
tAla keepers. 1 (212 c-216 b) 

la the ensemble of the drums 1 the main player is that of mrdanga, and 
his company is distinguished by the players of pwuna, dardura , tfakkA. 
ig& mandifakkd. ijakkidi, pafaha, karaffl, dhakkA, tfhavasa, ghadasa , hudukk<i t 
4amarti % rw/f/VJ, kutfukkA, kuJuvA, nlhsAna, irfaaly bheri, tumbak f. bomhadt, 
paffavadya. paiah, kamra % jhaltari, bfuhta, sellukA, jayaghanta* k<)risyatAla, 
ghanfA and kirikiffa . (216 c*220 b) 

The theatrical ensemble is constituted by the different experts of ahhitwva 
(acting) drawn from (different regions such as) • nr A fa t lA(a % karuAtn, gand<i. 
gurjaro. korikana, mahArdffnt, Andhra , hantmfra , rmda, ntalnya. mAlova t 
an go, vahga and kalinga etc , ft specialists of arigahAm* (dance movements) 
and the l Asya' and /<m(/ar<v (forms of dancing), (artists) mature in varie¬ 
gated Static poses {sthAnaka) n and by those who arc well trained in the 
complex formations 1 (of dance). (220 c-223 a) 

(This is threefold) according to the best, the average and the dull 
members (constituting it). (223 a b) 


•fW/tfrriAff —tit. a group of foil *wcm nr nttemtanU; tc JmicaUy sipnifieq a ham! nf 
MtOCislO. 

•Somr of these ttringed inMromenM oie drscril*ed in Ompiei VI ;imt will he dralr 
with in rheii due cnnicM. 

•The kutapa of the stringed inMrtimenU coositlt maiidy of those inurnment*, bill 
It alio includes the wind instruments nnd the /Ala instrument* of the solid (vhuno) cate- 
; gory for keeping musical time. 

•*S* interprets the test quite differently. Me any* that verses 215 Ac 2lf»n h describe 
SO alternative ensemble which is obviously based on wind instruments, hut *K* includes 
the wind end the lata instruments in the orchestra of the stringed instruments He says 
that since the wind instruments stab as the flute are tone instruments nnd so are crea- 
live of tong, they share iliis quality with the stringed instruments and ore therefore 
' Included in the tata kutapa (stringed orchestra). The passage has been translated acior- 
dingly. 

•These are the Sanskrit names of different regions of India as known to the medieval 
authors. 

*A*gah6ra signifies the action of displaying more than five karana-t (synchronised 
movement of hands and feet) In a single action in the art of dancing. 

'iMya and tindava signify two distinct styles of dancing. I hese are dealt within 
^Chapter VII. 

•VMtratthAna variegated tthamtka-s such ns Altdha and others spoken of in Chapter 
VII. SthAaa signifies the static pose in dancing. 

refers to such difficult donee patterns as numdtda and otheis described in 

' Chapter VII. 
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The group of these kutapa-.x is called vfnda. 1 (223 c d) 

It is difficult to relate the concept of vfnda (group) with its modem 
forms such as band, the orchestra and so on because of its unique features 
Two concepts arc presented here: one is based on the size of the band 
which includes vocalists and instrumentalists and is primarily made up o( 
musicians, and the other is based on its function which has a reference to 
a theatrical performance and which is attributed to Bharata. However, the 
peculiar feature of both these concepts that differentiates them from the 
contemporary forms is their vocal orientation. * 


Chapter IV 

The Prabandha-s 


m 


'The joint opirnlion of the ll|rec enuniblt* goes to constitute »/»</« according to, 
Bharata, 


sr 

spsm^’jpr 

; > 

‘ 'N 

* (i) ■ft?r^T9T'»r*r, 

(«fr) 

Section 1 
Introductory 

(I) The definition and classification of gita: (1-4 h) 

(a) The definition of gita : 

A delightful arrangement of notes-is called gita J (I a-b) 

< m^Pi m^rq^ Fq Sragqgflfom mil 

(b) The classification of gita: 

Its twofold classification into gdndharva and gftna* is well known. (I c-d) 

x Gttam it the nominative singular of g(fa. The case-endings have been ignored in 
{. t the English version. So also g&na is given Tor g&nam and g&ndhatva for gAndfunvam. 
The word gtta lit. means that which f is sung** 

% CAna The technical difference between ihc iwo concepts or gandharva and gfittn is 
clearly and hrielly brought on: by ‘K* when he indencificN like foimcr with rrutrga and 
the latter with dfti music. Thus, gdno signifies regionnl forms of music which did not 
strictly follow the norms of the mAtga music. However, thete are other subtle diffe¬ 
rences pointed out by Abhinnvagupta but for whose explanation the distinction between 
(he two concepts $ould not bavp been known. 
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(n) «rr*Pi?rw»PT 

f*nra $im> tyawnmi irii 

(c) The definition of gdndharva: 

Hie ancient iradilion 1 practised by the gandharva-s in accordance with 
definite rules 5 , which is the means* of attaining the supreme good/ bj* 
declared by the wise to be gdndharva / (2) 

(*r) 

^fhF1?r?5 *HT3*R<T 11^11 

<rt smnpn i 

(d) The definition of gdna: 

However, that* which is composed by a master composer 7 in accordance^ 
with the features spoken of about the desi rdga-s etc.* and (that) which b'|^= 
the delight of people is (called) gdna. (3) 

Of these (two) the gdndharva* has already 10 been spoken of, now (there- | 
fore) gdna is being expounded. (4 a-b) '^p 

Chapter IV is entitled 4 * Prahandhddhydya” (lit. the Chapter pertaining^ 

'Aniiti of ihe tro lifpially n»r:*n* 'bcginninglet** which ii nppenrs is a figurativej| 
uv , pr to indicate ihc Miimemorable antiquity of the tradition under icfcrcnce. Samprp*.^fk 
tfMvd is the line of te;n her‘disciple transmission of knowledge. Sf"® 

% Niyatam Well defined in terms of gr&ma* mSr c charts % fSti and so on. 1 i | 

•We/w-Mt. n cause instrumental to an efTeci. 1 

'Artyas is defined by ‘S’ as, “prosperity in this world and merit for the other at w«U| 
at emancipation from the bondage of suffering." In other words, Ihe *<W that Is enj 
•t every level of esisterue i.e. the supreme good. 

»'K* elucidates that whntever forma of music have been expounded in the first t 1 
chapters from /fl/M to the hhSfS-s constitute gdndharva. The Deii HSyas and the coi 
positional forms that arc going to he described in this chapter constitute gdna. 

•That 'form of music* or 'vocal composition* in the context. 

' Vdggeyakira nan who composes not only the musical form (grya) but also II 
verbal context (rdk) of the song- Gdna is composed by any master composer (la. 
human being) hut in contrast with it, gdndharva is considered to be of divine origin^ 
handed down through a beginningless tradition. 

•'S’ includes the rdgdAga etc. among *deit rdga-s and by "etc.” he interprets th* 
singer's own improvisation and innovations. 

* Gdndharva lias hern said by BharAla to be endearing to (he gods (cf. NS. G.O.fi^ 

IV, Ch. XXIIIV. si. V. p. 6 ). Gdtta is distinguished from it as endearing to the people. ' 1 
,# The melodic structures dealt with in the first Iwo chapters ntc referred to,4* 
explained in note 9 above. 1 > 


m 


) (he Prabandhas). Prabandha is one of the three technical name* for the 
Mdha (structured) form of music as it will presently be defined; but since 
|btbaddfuhgfma (structured music) is a form of gUa (music), the author 
(ins the chapter with the definition and the classification of gita. It is 
table that he has defined sahgita as the threefold art of giro, vddya % and 
lf(y® (cf. S.R., 1,1.21). GUa may therefore be interpreted as vocal music or 
Hlody. The classification of gita as gdndharva and gdna may or may not be 
pplicablc to instrumental music, but surely here it is presented in the con¬ 
st of vocal music. However, gUa 9 as defined here, in some sense 6eems to 
elude vddya as well, though perhaps that may not quite imply what wc 
Understand as the instrumental music today. 

GUa is classified in two main categories viz. gdndharva and gdna, the for- 
ir representing a pre-historical tradition derived from divine sources and 
l latter indicating a historical development based on the pattern of 
gpoputar and regional taste. *K' straightaway identified gdndharva with 
sk 1ffirga and gdna with Deii. Dharata has used the term gdndharva io denote 
flther the science of music (sadgitaidura) or music (cf. N.S., 0.0 S. XXVIII, 
II). 4 K* however elucidates that the forms of melodic structures ex- 
jpounded in chapters I and 2 ante viz. from Jdti-s to antaraNidgd x const!- 
j0Utc gdndharva, and the forms such as the rdgdngas clc., and what he is 
^||[o!ng to expound now viz. the prabandlta s constitute gdna. 1 hus, it would 
^ppcar that the gdndharva form of music was considered to he out of date 
^during Kallinatha*s time, since it had acquired inflexibility and other world¬ 
'll sanctity long ago. 

J. At present, however, the author is concerned with gdna i.e. the desi form 
music which was popular and had a regional variety and colour of its 
»n. Out it is not necessary to accept the equation of mdrga with gdndharva 
deii with gdna; for, the two classifications are quite different in the 
ope of what they are supposed to classify. Thus, whereas the concepts 
mdrga and deii classify sangita which, in terms of Sftrrigadeva, includes 
Jf/fl, vddya and nytya , the concepts of gdndharva and gdna ore employed in 
||tbe present context to classify gifam (music in general) only. 

(ii) 

Ew gn flw g tvr iivii 

ag M i gfiugw faa an fnMtaft i 

nun 

wt ^wnlw jn iftwr finrt wyilviK i 
vrnvi xxni) wwk ii^ii 


& 
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(ii) Classification of gdna: (4 c-6) 

The sages have declared it' to be twofold viz. nlbaddha* (composed) 
anlkaddltai* (improvised). (4 e*d) 

That 4 which is composed of dhfitu-s* (sections) and aAga-d* (ini 
parts) is called nibaddha. 1 Atapti being free from such structural limitatl 
is known ns anihaddha* and that has already been dealt with byM 
Nihaddha is now being expounded. Nlbaddha has three names 
prabandha t vastu and rupaka. (5*6) 

Gita is classified as gtmdharva and gdna, and gitna is here further ch 
tied or distinguished into two types viz. nibaddham (that which is str 
or composed) and anibaddham (uncomposcd or improvised). Aiaptl Is 1 
instance of the latter and has been dealt with in chapter III (See 189 c-2 
Now, the author proposes to deal with, what he calls, nlbaddha-gfina wh 
is popularly known by three names that probably emphasise three difTeriti 
aspects of the some melodic structure, though practically they arc sy 
nyms. As Kumbha explains (cf. S. RAj. II , 4.2.4-6), the name prab 
(pra | lumdha lit. well knit) emphasises the fact of the composition befr 
well knit, strongly built with secure structure; and in this sense prabatufliaX 
analogous to the band is of modern Hindustani music. Rtipoka, ordinar 
means drama, or among the figures of speech, tncinphor. In the first i 
it is defined as that (action) in which the characteristics of the hero of 
plot such as Knmn etc. are superimposed upon an actor and so on* 1 
metaphor too certain characteristics of one arc transposed upon the oil 
Thus, rupaka as such refers to a situation (of drama) or a condition ( 
similarity). liven though prahandha-s are sung independently of any dfl 
malic context, they do refer either to n situation that implies a particufi 
emotion or a condition that has reference to a situation in life in ge 
through the verbal text. Thus, the name riipaka emphasises the emotfl 
element of prabandha. Similarly, vastu is defined os the substratum 
dhdtus (sections) and ariga-s (integral parts); in other words, ‘that wh6 

•The pronoun *it* refm to gdmt of ihe previous verse. 

% Nibt*ddha (m | bmMlut bound) literally means organised or Mruchirrd. 

*Anib>*ditha t similarly means ihe absence or ihe structuring design or organ 
delineation. 

*' I Itai’ stands for xdni 

*f)hdlu is defined in die next topic ns nn arayara Oil. a limb) of pruhundha (a 
for mbaddha-gAnn) pei sonified as man. In terms of composition it forms a section In 
is also to be shortly defined as a part of the human organism, a metapho 
personification of prabandha 

'NihadJha is difficult to render into English precisely. As nheady poinied out, I 
structured on n certain pattern that endows it with more or less a definite composite 
form. 

*Anlt»futdhn mostly consists or Alapti which is free horn such structural limifatk 
as are nnlurully involved in a compositional pattern. The word denotes a negative 
cept with reference to nlbaddha. 


erved to be the constituted an related to the constituents*. Vastu , in 
sense, is analogous to the clx. of the modern Hindustani music (cf. 
ft 11.4.2.3*6 and Premlata Sharmn’s Introduction to BhdvarahgaiaharJ, 
Ms P< 15). 

bus, vastu emphasises the unity of prabandha , and so all the three names 
I their own significance ns well, Bui these three names nrc nlso used in 
er to distinguish the prohandha-s on the basis of different number of 
ns and integral parts that go to constitute them, for example, 
byanadeva specified that a composition that is set in four sections and 
integral parts is prabandha, that which is set with three sections and 
^integral parts is vastu and the one that comprises two sections and two 
al parts is called rftpaka (cf. SahgftandrArana, I, pp. 305*306). He is of 
very specific about all the three; but Kumbha, who is much earlier, 
i a general statement about vastu and rftpaka having any number os 
Monsand integral parts though he is similarly specific about prabandha. 

ir 

(iii) tnosr: 

*X*Ht: JHTO*T* nvsil 

snnft njrr: ttcti 

H*t l H~|t| | ^ M i q^WmtW - lltll 


maftnsre r xsr m on 

a* frmmtmVft * nfawfa} »P» 

I The dhatu-s (Sections): (7-11) 

||ftotu is the structural element' of prabandha and is shown 5 to he four- 

Arayava of the text lit. means a limb and is used in acetndame with (be mctnphol 
i probond/, a-piru,a (personified prabandha), but actually the underlying idea, a* n 
lated in verse 10 c-11 b, is that the dfiblu-s constitute the structural elements of 
am,ha as Ihe three humours hold the physiological balance of lire human body, 
y are thus balancing elements ami in n composition function as sections. 

9 ltab. til. exhibited or illustrated. 
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fold viz. the first It udgrAha,' then (followi) melipakd \ dhruva' and a 
These will now be defined seriatim. (7-8 b) 

UdgrAha is the first section, then mg\dpaka h \ placed thereafter is dhi 
which is (so called) because it is fixed*, while dbhoga is considered to 
the last section. Another dhoti? that arises in-between dhruva and Sk 
is called an tan? and is observed 9 in rdpakas (structured melodic 
positions) of nllagastida' 0 only. (8 c-10 b) 

Just as the three humours viz. wind, bile and phlegm are (considered 
be) dhatus." since they support the body so also because these 1 * supp 
the structure of prabandha they too are (called) dhdtu-g. (10 c-l I b) 

But, however, of these 13 tngldpaka and Abhoga may not occur in ce 
cases 11 , (lied) 

Prabandha is divided, as a general rule, into four sections viz. 

(the starter), melApaka (the joinder), dhruva (the invariable) and <k. 
(the concluding section). In certain cases a section called antara (the 
termediary) is also introduced in addition to these four in-between dhi 
and Abhoga. There is no rule appertaining to the introduction of antara 
such, but it is mentioned as a fact of observed phenomenon of mus! 
practice. 


m 




'UdgrAha. lit. the point of lifting i.e, the darting point or that of catching hold of. |§j 
'MeUpaka, lit. one that join* (two parts) i.e. the joinder. 

*t)hrura, lit. fixed or invariable i.e, essential. 

'Abhoga. lit. completion i.e. concluding section. 

'Mrtipaka. lit the joinder, that which joins; It unites the udgriha with dhruva. , 4 
•*K* inter pi cH dhruvotva of the text as nityatva i.e. on account of its being nitjok 
(permanent), in other words, 'indispensable since, when less than four dhitu-s are dm! 
vided in a ptahondha. the udgriha and dhruva cannot be eliminated. 

'Although four dfu)tu-s only have been spoken of as a rule (vide verse 7 ante) 
fifth one is npiionolly provided in certain specific melodic structures viz. the tdp 
classified under rdtagmeja such as dhruva, ma(tfha etc. 

9 An fora. lit. 'that which is placed in-between', according to *K* Is to be sung in-b 
Ween dhruva nod Abhoga. after dhruva has been sung in many cycle# (towards the t 
of its climax). 

•*K* interprets dftyatr of the text in the sense that even in the case of the 
dhas of sitagasida such gs dhruva , manfha etc., antara has to be sung where it is seta I 
have been traditionally sung, and not everywhere. Thus, he says, in case of dhruva, i _ 
such a practice it not observed (lit. seen) it is not to be sung, but in case of maqlhaf 
example, it has to be sung because it is traditionally observed to have been sung. '[ Y 
•*rbe Ufogas*4a prabandha-* are to be defined by ibe author thoitly in this chapter*’ 
M The three humouit of the body vita, pitta and kapha ore;called dhifu s in Ayu 
The author is here trying to give a semantic derivation of the word dhitu on the snalt 
of its use In Ayurvtda. 

••-••That is, the four dhitu-s. 

•Mn certain cases where only three dhitu-s are provided; as Tt* informs us, c™ 
where mrtApoka is eliminated and where only two dhitu-* are provided, everywhcf&T 
is the mrtApoka and ibhoga that are dropped, 




m 




Section 4 5t5 

Even though prabatidha is said to be divided into four sections, as a 
general rule, every prabandha need not have as many as four sections. Some 
times melApaka is eliminated, and some times metdpaka and Abhoga both 
are eliminated. It has already been noticed that the three names for the 
Structured melody viz. prabandha. vastu and rupaka arc associnted by some 
with the number of sections and integral parts that go to constitute it. Our 
author too classifies praha tdha on this basis. 

In modern Hindustani Music, the khval-s generally have two parts 
called sthiyi and antarA. and dhrupad s have four viz. 3 thAy}. anfarA , safioirf 
and Abhog. In the latter case however, the last two sections are hardly 
distinguished from each other since they are not marked by the re-introduc¬ 
tion of the first line of sthAyl in-between them. The two can, in terms of the 
division of prabandha into four sections, in fact be considered as one. The 
ilhftyJ and antard may roughly be considered analogous to dhruva and 
dbhoga. Thus, the two sections called udgrAha and melApaka of the four¬ 
fold division spoken of as above, have become outmoded in the present 
context. The present antard must not be confused with the ancient antara 
Which was designed to interlink dhruva and dhhoga in certain specific cases 
(Also see P.L.S. Introduction to Bhdvarndgalaharl, p. 16). 


(iv) HTfHvynjjxtfa jRnntei: 

w rgMigfc xxi gM y g x fgftfa ffar i 

(W) Classification of prabandha-s: (12 a b) 

That* ( prabandha ) is threefold viz. as constituted of two, three or four 
dhdtu-s . (12 a b) 

(v) 

xv rrtv ww* ffaC xx*r 11 * 311 
fay: qmroft <1 ft i 

hv fafa fa, w: xnrffal yrt 1 

yxryn^pgxn^ yro xitiwfaroc 11 $ vii 


•'That* implies the prabandha *a defined and elucidated in the foregoing portion of 
the text viz. structured melodic composition bated on two to four dhitu-s. 
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rot mwO ^ \ 

f*TT: s s sno reW STOSSi: afUlWS: »?XII 
uroftmrisarfg'Rn: «Wwn: i 

firef yn«iro nmmtsnOTVse u *v» 
j ftfiwmfr r: f*n**npiriintnwt:« 
aff ?**rfirfff fwiw'wiwfiwisw: n twii 
nfirfa *rp H*tni «snn Mg-wwwi « 

Idlla rat sroTWxtasiT: h|*:ii 
H I MWIW WP W Sm^Ut fawfa I 
(v) The onga-s (integral parts) of prabandha-s: (12 c-19 b) 

That' (prahandha) has six ahgas (integral parts) viz. svara, Mruda, pada, 
tena, plt{a and /<»/<»’; like the parts (of the body) they ore the integral parts 
of the configuration 1 of prahandha. (12 c-13 c) 

Of these (six anga s) tena and pada reflecting* auspiciousness and mean* 
ing (respectively) are its two eyes, pitta and hiruda are the two hands, be¬ 
cause they arc produced by the hand, the cause being figuratively taken for 
the effect'; and idla and svara are considered to be the two feet as they are 

'Here, (lie pronoun 'ihnt‘ is indicative of (he prahandha as spoken of in 12 a b c via. 
will) two, rhiee or four dhtou-s. 

•All these six terms i.c. the names of the six aAga-s (integral ports) arc to be explain¬ 
ed by the author presently, in this topic (vide 13 c-18 b). 

•the expression ' prahandha-puru^a* of the text t* metaphorical. Here prahandha to 
conceived on the analogy of a person (a human being). Just as arms, feet, eyes and eora 
etc. are the parts of a person's body, so also svara. patht, Una etc. are the parts of 
prahandha, the embodiment of a melodic structure. The metaphor Is well placed In the 
context of Sanskrit diction, or far that matter, of the Indian literary tradition. 

•Literally, tena and pada are said to be ma&gala*ptakUaka and arfhaprakShika l.e., 
the reflectors of auspi. innsness and meaning. The word prakiiaka lit. means that which 
brings to light i.e. which manifests, or causes to manifest. Thus Una and pada are res¬ 
pectively indicative of the auspicious words and the meaning or the emotional content 
of the com posit ion. So metaphorically, they are said to be the eyes of the prahandheh 
pur ma. 

•Mjo-J ore produced mostly from avanaddha (covered) instruments which are played 
upon by the hands. Thus, the pdf3kfnra-s (pAfa- syllables) ore the product (effect) of the 
hands which may be conceived a« their immediate cause. Btrudas as explained by *S* 
are olso indirectly related to hands being composed as the part and parcel of the 
delineation of pada 'K* suggests that hiruda-s are said to be hands because the acts of 
philanthropy are performed by hands and these acts are praised; so here the cause to 
imposed on the effect. Thu* both, pSfa and biruda are said to be the hands of the 
proltandha-purufa. Though in actual fact they are only the products, they are figuratively 
named by their causes. 


the cause of movement 1 in prahandha. (13 d-15 b) 

The note* tafia etc. briefly spoken of as sa , r#', g«i etc. along with their 
tonal manifestation 8 are known by the word strata. Biruda is the name 
(given to) qualities or excellences,” and whatever is oilier than that in the 
text (of the song) is pada. The word tena is indicative by itself of an 
auspicious object' 4 for the word tat refers to Brahman (the Supreme Being) 
as evidenced by such srutl passages as Om tat sat (that alone is true), tat 
tram asi (thou art that) etc. TVif (in these passages) stands for Brahman. 
Therefore* (tena), this ( prahandha ) being characterised 7 by that (tena) 
Brahman which is the very essence of auspiciousncss, it is (significantly called 
as) tena. Pdfa is the group of sound*syl)ablcs (arising out) of (some) musical 
instruments/ and tdia will be elucidated in detail in the chapter on tala.* 
(15 c-I9 b) 

If the various prahandha s are classified on the basis of the number of 
dh&tu s constituting them, it is natural to accept that such a classification 
be illustrated by the enumeration of different prabandha-s under the thice 
classes, but the author does not seem to do so. *S* explains that it is so 
because this detail with regard to the number of dhiitu s, is given by the 


•TC elucidates that even though M/<# and srara pervade the entire body of pudumdha 
from the very beginning to the end, yet they are considned to be par tv constituting the 
whole structure in a specific tense. He says, “just as the sense of much pervades the 
entire body, yet it is considered to be one of the five senses; likewise tdh is also consi¬ 
dered to be one of ihe six ports; svara on the oihei hand is manifested (in melody) 
through the succession of individual notes sa, li, gn etc. and as such it constitutes a 
pan, just as even though space is all prevading. hut only the spa« c em Imed by the ear¬ 
drum is said to be ear for its quality of sound peiceptioit 

•That is, tlieir articulation in musical sound. 

'Guna is difficult to translate precisely Here it means a good quality, since hiruda 
lit, means a panegyric. 

•The translation Is a free rendering of the fleetest into English bringing out the 
meaning, Ihe literal version would he, tena is (the same) as the word tena which is 
indicative of an auspicious meaning for object). Mtha in Hie expression maAgatAnha- 
prakitaka precisely means tin this context), the refeience of the word Urna in this case). 
The purport is that rrna signifies auspiciousncss hy its very name, since it h associated 
with Brahman, the Supreme Being in the trnth passages of the tfpani,ada which foim a 
part of parcel of the scriptures and have a mystical signification of so naming ibis 
: Integral part <a*ga) of the prahandha. 
v l Obj;ct of consciousness, by implication. 

•The word Una has been used three times in verse IK, in quite different senses. That 
why it has been indicated in the brackets. Here, for exomplc, it is used as the intiiu- 
l.mmul singular of the pronoun tat which refers to the noun Ihalunan by context 
'Laktfta lit. means marked or indicated. 

*The pAfAkfara-t arc dealt with in the Vddyadhvaya ix. Chapter VI on instrumental 
uiic. 

•That is, in Chapter V entitled. TSlddhydya. 




The Prabaodl** 


The author it nlso going to present a classification of prabandha-s 
on the prabandhafails i.e. the familie* of prabandha-s diMingutahed by the g 
number of a'iga-.i (integral parts) constituting them. He is, therefore, , 
plaining the concept of ariga-s, here, on the analogy of a human beitl^.Jj 
endowed with the eyes, two hands and two feet, symbolising the functiotlfr' .j 
or perceiving and willing (i.e. responding from a conscious purpose in view)f| 
acting (producing mid consuming), and moving (to and fro). Thus, met»«|^, 
phoricolly conceiving prabandha to be on embodiment of structured tntlthJA 
its six integral parts viz. tena, pada, p&(a* blruda 9 t&Ia and svara arc saw 
respectively to be its two eyes, two hands and two feet. Since the expref^.^^ 
sion is metaphorical its implications may not be stretched too far, 
obtaining a clear and precise account of the related concepts. MoreoverA^ 
the terms employed technically arc explained by the author in some detail.* 
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(vi) JH'tMidfl: 


?g: sr^rnri § t 
srjf; TOrsfariw ^ h^oii 
sftfir. '•n^ruyfaang m: i 
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(vi) The }M-s (families) of the prabandha-s: (19 «*2I b) 

Indeed there are five JdU-s (families) of the prabandha-s viz. medial^g 
anandini, dipM. and tdrdrall, (Constituted as they are) by six to two intotoj 
gral parts (ariga-s). According to some they are known as dmil, mtl, 

kavitd and campu. (19 c-2l b) . ... /tfl 

This, in Tact, presents a classification of prabandha-s into five famrliel, .| 
based on the number of integral parts that constituted them. These are coa«i 
ceived as under '% 


The JAtl-s of the Prabandha-s' 


Name of the I At l 


No. of the Integral parts 


Other natt 


Medini 
Anandini 
t)tpini 
Migrant 
TAr Avail 


inti m 
stu m 

Sent I >m 
Karltlfr'M 



•That Is 5.4, 3 and 2 respectively. 
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The significance of the other nomenclature is clcntly brought out by 4 S\ 
who says: "Xruti signifies the six ririgri s of the Veda vi/. fiA a</, jyoti}. 
nirukta. kalpa , cfuttula and vyiikar<\mt\ nUi is based on live factors viz the 
initiative, manpower and material resources, nppiopiinlion of lime and 
Space, prevention of calamity and fulfilment of the objective; send Ims four 
wings viz. elephants, horses, chariots and infantry; kavild (poetry) has 
three elements viz. talent (of expression \ proficiency and practice; and 
campu (mixed form of writing) has two elements viz prose and poetry. 

Thus, these names primarily signify the numbers 6. 5, 4, } and 1 and do 
oot seem to have any other relation in terms of their connotation to the 
prabandha-JAfis. 

(vii) 

fierce fat£tn: suMV to: n ^ ? 11 
*mOroTO! nr: \ 

tpr: jrarniftafirar: *ntem«nn: 113311 

(vii) The classification of prabandha-s: (21 c-23 b) 

Prabandha is considered to be twofold viz. aniryukta (unspecified) and 
nlryukta (specified), no particular idla or chanda (metre) etc. 1 being speci¬ 
fied in the former, but the latter being regulated as such/ (21 c-22 b) 

Again 9 the prabandha-s arc threefold viz suda s \ till s' and lipmklntas . 
Of these the sutfa is being described in the first instance. (22 c-23 b) 

Here we have two other classifications of prabandha .r, one based on the 
distinction of specified and unspecified Mia, metre etc. and the other on 
technical considerations which are presently to be described. The second 
classification is actually used by the author in his description of the various 
prabandha-s. 

•That is, it is specified in case of certain prabandha s that only a particular M/a such 
AS caccatpufa (to be elucidated in Chapter V) and so on, a particular metre such as tritfup 
•nd so on and likewise a particular section of an integral pail, a particular raw, tAga 
or bhgfg etc. are to be employed, then it is called niryukia (specified), but if no such 
specification is there, then it is anfryukla (unspecified!, etc., (d./f) of the text according 
to*K’ is indicative of the olher elements referred to above apart from fata and chanda. 

•As such i c, with specification in the above terms. 

•*Again* implies that this one it n different classification 

'-'SOjastba and AiisoMhaya of llic test literally means subsisting in (tic .rttfo and 
hated on AH- 
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(*)(nr$s*Rm^9r: 

mn*> ^r«T«rf«rft i 

* ii^ii 

marnWRmEftfMWfa: f* 3*q?t I 

(viii) Enumeration of (he varieties of (he three classes of prabandha-s: (23 e- 
33 b) 

(a) Enumeration of the varieties of su4a: 

Siii/a (prabandha) is said to be (formed) by eight (melodies) viz. eUl 
karana, dheiikl, variant, jhomhafa, lambha, rdsaka and ekainli. (23 c-24 b) 

(*) JnfadftRnwatfw: 

«ivr^EKt «ra u^vii 

«u*«f?§**raten * nsifften frwifir i 
mwtH: TO«il tat Etfp) tt^XH 

arnrf mm frm: i 

mf* yi «rm«igT <ar ffift ii^m 

qyMa i frwwnai tfa gctfrj *gmr i 

tjpnfeiqs*Hfrittii* sifasrfifir rtfam:» 

(b) Enumeration of the varieties of Ali; 

The series of dli is (constituted by) varna. varna-svara , gadya, kah&ifa, 
ankacArirtJ, kanda , turn gait Id, gajaltli i, drtpadicakravAla , krauAcapada, 
svardrtha , dhvanikuffanf, Aryd, gilt ha, dvipathaka. kalahamsa , tofaka, ghafa, 
vrtta , ntAtrka , rAgakadambaka , pancat Me&vara, tAldrnava and any other 
form of the series of sud<* that happens to be amidst them. 1 Due to the 
combination of the stub and Ali scries, they (prabandha*s) are known to be 
thirtytwo. (24 c-28 b) 


•Thai is, amonRsl the qcile* of Altpralwulha-s. 
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(«r) r^sr^iTST^m^er: 

rmrotafewt aftnin qtfafasn^cit 
aftflrww! *m» <tr*t, 

qsmmifcn fatpft * tggm) u^u 



n^oii 

xwnr: **jqr: cmn :» 

jJTOmr: 

*ssr tap^r) ’btoT am i 

mml *rjf*imm 113311 
afaft fftfft neTmifimiift i 

(c) Enumeration of the varieties of W prakirna: 

Apart from these 1 , (there) are the viprakirms, some of the well known 
of which, I am to mention as under: 

These are thirtysix viz. trlrahga. irhilasa, padcabhangi, paflcAnana, umA - 
tllaka, tripadi, cat ujpad!, fafpadi, vastu, vijaya , tripat ha, caturmukha , 
xtmhalita, hamsatth , dandaka , jhampafa „ kanduka , trlbhangl , haravilAsa , 
suddr.iana , svardnka, srWardhana , harsarardhana, vadana f caccarl ’, car yd, 
paddhaft, rAltadh virasri, mangaldcAra , dhavala, maiigala , mi, foil, d hollar! 
and danif* (.’8 c-33 b) 

sVi/Jn is explained by *K* as a regional term denoting a group of com¬ 
positions that have been enumerated in the text. It is pointed out by ‘K* 
that the names of some of these eight compositions are literally significant, 
while some have acquired significance by usage. *S’ elucidates. “The eight 
viz. elA etc. constitute mdrga-s&d*t and the prabandha-s subsisting therein 
are (said to be) sd dost ha. MArga-s.lda implies what i 9 called htddha-sd da 
which becomes significant in contrast with sahgasUda (to be explained 
subsequently in this chapter vide verse 331). 

9 Ali literally means a tine, a row, a streak, and compounded with the 
word krama (lit. order), the name Alikrama seems to imply a series of 
prabandha-s that were probably sung in a row. Similarly, the prabandha-s 
enumerated as sGda-prahandha-s constitute a series oTshda-s (siidakrama). 
Thus we have in fact two series of prabandha-s that were probably sung in 
a row viz. the series of xtida-prabandhas and the scries of dlt prabandha s. 

1 1 hat is Hie sd<fn and the Alt /♦ raKmdhu- j 

•\S* read* dh*ont instead of dnntt. 
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along with UK*. thtit loo bacon... an lU-p raWto. Hn». »« 
^, 4 «"™W/.n .co.nt«<l i»..«Ki.tion wtlh t»n.«h-.»<» i» 

independent compositions. sung by themselves wiiiro 
supplementation. 

fgeiVTO^ni, 

Ch 

(i) 

(t) %fata*isu* 

(*) qmi^xqtOT 1 ! 

anr-fft qtynxrt** *"1*" 11 W 
im: *ii1nra*3 ****** 1 

t »at a* axfoi *«* n ’ ms 

tni qTT^q | 

giplAw.fft tftvmtimi n^tw 
fo*™**\ n swwwfrdti:» 

apjgtjVi JXeTX’X xxi^: u^h 

^x^iqir^a> qtnfTOftWIS**r \ 

CTWefeX^m H^PX^ HV»II 

faw*qig ejart WWWVl«wwK , t x 
^qt qintxwi^l \\^\\ 

gqiifcll M% ^ f^x*xt >T%<X I 
i^ umm. t mc wHXT iiH 11 


q irOs xqi TOxnxft>xx«x5iWqxrtftq^5nT iivoii 
(^nqi q<$q: XxfttT \ 

faqwx^t qxrffxfiFXeftfqni: UXpi 
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Stitfa- Probandha-s 





(0 The ehhprabandha-s: (33 c-132 b) 

(a) General description and other features: (33 c-65) 

(1) General description: (33 c-4l) 

In the first step (pdda ), there are two parts 1 sung in the same tonal struc¬ 
ture 1 with alliteration”, followed by prayoga * and (hereafter by the three 
pada-s (syllabic*oum-tonal phrases), (together) called pa!lava # two of which 
are in slow (tempo) 1 and the third one ii in the fast measure." (33 c 34) 

Udgr&ha has to be sung in three steps {path s) ol equal 7 tonal import" 
with the provision that another prayoga consisting in the words of 
address” is to be employed, and that there is no need for the padas of 
pal lava (in it). Some^vara and others 10 declare this prayoga to be meitipaka. 
(35-36) 

Thereafter, dhruva is (sung) with three pada-s in medium and slow tempo, 


*Wc have three terms viz. p6da f pada and khanfa. Pdda find k hand a have been 
tendered into English as step, and part respectively. The words pada seems to be used 
to a technical sense with manifold shades of connotation, and if tins not been translated. 
Primarily, it denotes a word that is grammatically meaningful. Literally, it can also 
mean a vcibat phrase, but in the contest in which it nas been used here, *t also means a 
musical phrase. So, essentially, pada implies a liteimy piece of composition (* c. a 
fragment of it) or a verb at phrase used as a vehicle for the musical phrase. Since a 
> complex idea is implied in this word, it has not been tianilaied, but looghly it may be 
| rendered as syllabic*cum*tonal phrase. 

|,} P&da, on the other hand, stands for a foot or a quarter of a verse. Here pada from* 
Yjl part of pdda f and khanja a section of pada. 

Hn this context we have to be familiar with two terms viz. dh/Siu and m&tu which 
Signify the tonal and the verbal structure of a melody. Wlmt is implied here is that the 
•Erst pada is to be divided into two pArts of the same dh&tu but of a different mi/u t (he 
tonal structure being the same, the verbal structure is to be different. 

•AnuprSsa (alliteration) is defined as varpasamyam, similarity of letters. 

- Prayoga has been explained in the comments. At a technical term, it has not been 
■^possible to translate it. 

•”* Pi iambi fa {laya) and druta ( faya ) are to be defined in chapter V on tala. 

ft Tuya' implies 'equal* and not similar. 

*DhStu is generally rendered as section of a song in this chapter. But when the word 
bused in contradistinction with m£iu it signifies the tonal structure, form or pattern 
Si against the verbal structure or form of the song. 
s *Samhodhana pada—vroids of address or calling. 

19 $omef vara is the author of the Rafnirati, 


marked 1 by an adorable’ name The first two pada* have to be In 

tonal (dhdlu) and the third in a i ' h master composer 

Thereafter.’ Sblma which •» embellished by t 

(vii^eyokara) with Ins own name, has to e sun ^ 4 T| com m C nc^ | 

ji 

used) in it.« Generosity, altruism, bravery, fortitude etc. may ^ 
subjects of description. (40) , a few typical ones are demon**; 

“nTI »!L. £&4 

form of singing, piocce j under the three classes of 

the various individual prubandha-. types of siiifa viz. e fyjM 

Mi and . irrokinu, Naturally, he takes up the e.ght ty P 

karana, dbeiiki etc. "* ,hc '" S ’“ nt cturc an d the technique of singltij| 
To begin with he describes the ^ According to *K’ 

the i idgrMia which is to be sung . , tlse first step, the Rrd| 

««. <*•*> ” "T* Sl'Ti .. lo b.Of ,w 

r<*<" i,... b. ■" "°l“ .otfii. .toy l»« I. b« of • 

■""" 01 * I. fob. ,»M by -v 

which, according to K . bar g (> h would 0 , Uetw ,se be 

»—*« ^ rifcS f.u.»i.»t..», h. 

,„c fust o 

sisting of words of address is cas ^ |(ag 

the three pada-s of ^ ^ the third. ' 

all, 5 in the first step. f,ve | n tt J e consider elMprahamlha to be of Ug 

He further e |„dda.« <h«t 0^ twelve pada*. but 

three sections (dhuiti *). tot (dhatu-s), they count eleven of th$||| 

who consider it to be o our s me Upaka. The following name#^ 

«?— ««- -—* 



Mp 

lllll 

IBl 

§tl% 


SjM 

gSl 


pi 


..... t r « 

^i^asrrs;.. 

■ That W. »he' siibgin* .Ihrma « 

•• S ’ rea «l* </fcriivom instead of dhruva. .., 

‘Lit. ’«nd by*. 

... «b.......—■■ ■*'" - 


225 


The twelve pada*s of ttdgrAha 


tit Step 


2nd Step 


3rd Step 


K&ma 

manmathneat 

k&ntn 

Jira 

matta ( mltra ) 


gitaka 
ci/a (oActfa) 


i&vHere 4 K* seems to raise a controversy. He says, or so he obviously seems 
argue that, since the proyoga also forms a potto, and a pada (by its very 

I lpehnition in grammar) has to be a meaningful word, it is rightly ordained 
ptbat the prayoga of the third step should consist of the words of address, 
h lie suggests, these words are to be placed at the end of the 
led melody. But, by the same logic, he maintains that the proyogas 
first and the second steps should also consist of the words of 
ss, though the author has not explicitly mentioned this to be so. 
ver, the text docs not necessarily warant such an interpretation, 
it can very well mean that these two prayoga s are fice of words and 
ird one consists of the words of address by way of exception; and it 
mention because of its being an exception, white the other two find 
:h mention being the expression of the rule which is that prayoga 
> be free from meaningful syllables. 

, in fact the difficulty pointed out by Kallinntha seems to have arisen 
mind by the restricted sense in which he reads the word pada. 
ita, for example, does not consider it necessary for pada to be a 
ingful word; he includes fufhdkfara-s i.e. meaningless syllables in pada; 
iven Snrrtgadeva has spoken of these as Rrahtnaprokla-pada-s. In 
al parlance pada implies not only a syllabic but also a tonal phrase, 
tter is, of cource based on the former. The syllabic phrase may or may 
s meaningful. Even if the words of address are meaningful gramma* 
r in a technical sense, they do not actually convey any relationship or 
ing. The author has suggested the use of the words of address not 
ps because they are meaningful but because they provide some scope 
e extension of melody. 

►reover, it may be noted that, whereas *K* thinks that the two parts of 
iret step {khandadvaya) constitute one pada viz. kdmo (cf.p. 215), 
ding to ‘S* these two parts constitute 2 pada-s viz. kdnto and ntanma - 
f (cf. p. 221). Conscquenty (as it is discussed elsewhere^, for the 
ga consists of a pada (p. 216) though not composed of any meaningful 
b, but composed of the words of address of call and so on. But for 4 S* 
ust a formation of tonal shakes 'gamaka-sandarbharupah'. 
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After (lie wlgruha or (he udgrtha and the mtlipaka, dhruva is sung l*|| 
three pada-s in which, as interpreted by 'K*. the name of a praiseworthy 
or ideal character, a hero, n king, the favourite god and ao on may som-^' 
where be taken. The text says that these three paths which from a unit ha' 
to be sung in the medium and the slow tempo. Because it is laid down it»| 
the text that the first two pada-s have to be of one dhitu and the third of ■ 
another, 'K‘ infers (hat the first two pada-s are to be sung in the medium^ 
tempo and the third one in the slow tempo. The three pada-s of dhruva araj 
respectively called vlritra, vdsava and mfdu. ■ \ 

The pada of the tihhoga is called sucitra. The elaprabandba is therefor*^ 
to be sung in sixteen pada-s which are detailed in the following chart. 


t :!« 




The sixteen pada-s of ela. ^31 

_____relT 

DhAtu 

Pada 

S no. of 

Same of the 

Remarks 

{Section) 

istrp) 

pada 

pada 

VdgrAha 

First 

1 

kAma 

"Jjpsj 


2 

Manmathavat 




3 

k&nta 



4 

flta 

* named as mltra by *fSf^ 



5 

matta * 


Second 

6 

vtkArt 

Jill 



7 

mBndhAtA 




8 

jr umatl 



9 

tohhi 

•If 



10 

s utobhl 



1 bird 

11 

gftako 


* { MelAp aka) 
Dhruva 


ir 

13 

14 

• ueita •* 
vlrltra 

ritava 

•occording to Somtl* 
vara it forms meitipaw 
making ela a four set^;||| 



15 

mfdu 

lional prabandha. t&||| 

Abhoffo 


16 

sucitra 

••named as aticfta by 


When the abhoga has been sung, according to *K*s version, all tW»J 
sixteen pada-s may again be sung and the song be concluded in the begb 
ning or the 13lh pada in dhruva. But *S’ has a different reading of the 
which has dhruram instead of dliruva. He, therefore, interprets the text r * A “' 
follows: "Again, after thhaga, having sung dhruva the song may be 
eluded.” Obviously, according to him it is the dhruva that has to be 8unglj| 
again and not the entire 16 pada-s i.e., the whole of the song. And then, 

K.’s interpretation the difficulty is about the conclusion, i.e. if the sung is 
he concluded in the loginning of dhruva in the 13th pada, after repeating v 
it wholly, how are wc to arrive at it?, by singing right from the first padft | 
or directly by singing the 13th pada?; for, in the former case we liaven®vj| 
mandate from the author to sing any portion thrice. The reading of *S' W‘0 
therefore to be considered equally, if not more, creditable. 
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^Elucidating the expression pOrrdrJlrvalh of the text, \S* interprets it to 
ttn as “said by Bharata and others.** It it not understood how he brings 
I Bharata in this context for the prabttndha-s are classified by Siirrigadcvn 
I a form of pAna which he says is characterised like desl rrfgn-.r, As such 
f are not known to Bharata. It teems, he is only referring to the school 
F Bharata, for it is MataAga who speaks of prabandhas at length. 


(i) 


lit 

t) trofar 


awn* fawjfrsn* i 

wnfhwnr nmmWiT ffwg Nm: 11x911 


I Other features: (42*65) 

Jl) The presiding deities of the syllables of etA: 


Among the (three) letters of eld, vi$tju (resides) in the sound a, kdnta % 
upid) in the sound /,* and takjmf in tho sound /.* (42) 


|(«) 

n omin a l g ftfvg y fttft rfhnWwrft ux^n 
rfff rftarsT i 


jk) The names of the pada-s in eld: 

Ipfche sixteen names for the pada-s of eld respectively arc kAma, manma - 


at, kantajita, matta* vikArl, mAndhdtd, sumati, .iobhi, stt.iohbT, gifaka, 
to , 6 victim, vAsava, mfdu and sucitra. (43-44) 


x Kusum&yut1ha t% an epithet of KAmadeva, the god of conjugal love, for he is known 
tarfeld the bow ami arrow of flowers. 

in conjunction with t (f) makes e (oh 
^•The vowel A is covered by the thort a. 
names it os mltra. 

^r^j M IC* names it at oMctta, 
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(»i) ss%sm: 

qsrraui qfaoft x Troxt 59^ 1 

rt*n wg™ * ^Wt ^Pft ™ "**■" 

q)fl ITT# * TOT# foSTOT I 

q nyro iqit«tSK q^ia 

(c) The presiding deilies or the pada-s of tla: 

The sixteen dei.ies of the pada-s of eld are respectively as follows: 
PadmUayA r««r/»/. HaHjam, sunmkhl. iacl, rarenyd. vdyuvegdV* 

JZtZ*. «*'<: »-»>. «««*>. <**». hm -«-* 

(45-46) 

(St) voql: srmi: 

(t*n*i\ APIs wqft tftrq: n«nf|(H: I 

SRR^lft^’llfilfe llVVSll 

qxsqixifastg ?$: *n*n to TOtoft * (if 

4?m*f\S?qiWT«TOft W^mHUWI HVell 
qpt^qqi nns^ PitwwIWT: I 
aoqssfTOTrorfh: «rpsi: siranxfTOH: m*xh 
4>H?9 St^Sl*: OIW OllfaUlfg TOl%l: I 
srroifls*CRRHmra*n 0305 *: »i*°» 

f«rra W4IWKlW TOWS: IH(I> 

attatl 9 (jrT wnirstekfVr: i 

tr«T: MI 9 : q«fts§ 5 * *n 3 wtm$firtzsi: IIK^l* 

(d) The allocation of prAna-s among the pada-s of eld: ( 47 - 52 ) f* 

The ten pr*+*' of the ten pada-s beginning with mdndhiiuV are (c« 

> rrl .„ is literally t.ansla.e.l as vital breath, but here the word seems U. hava 
u ,«dsomewhat melaphmkally. It may be noticed that lhot.pl. tlw number 
saM to be ten. their names ate not identical with the ten forms^ of jw«* spoken^ 
eadler (cfl? <4 •■»•« ante). H-f« names, as they are defined here, have a mutt 

rEXf. . to wrOra, leaving aside llw fl.st si* ones K’ hr.wrvt 

that! these ten piA”» s permeate all the sisteen pada-,. How is tha .7 Some of | 
beina «*f the same ,lhst». one. two or even three of them are animated by the sa k 
r , the piAna of m'horat and m-dUli. U. the proyag* m the flrst and second 
i, the same vir samAita l.ecause of the same dhttu in the two. Similarly, in the 


umulna, madhura, sfindra, kSn/a # dtp fa tamfihifa, agnhnya, sukumdra, 

prasanna and ojasvi. (47-48 h) These are defined as under: 

S* (i) Samdna sounds 1 with scanty syllables (48 c) 

(ii) Madhura is (produced) by a s!iort ? murceftand having a small sound.* 
!*(48-49 a) 

(iii) Sdndra has close knit syllables 4 with a small sound 5 and in the high 
nge* (49 b c). 

three itonras of the pottara of the second and the first steps, vir.. .wmatf, fohhf and 
'vjsfa&Af on the one hand and kdnta, jita and mattn on the other, the corresponding 
| Couples being of the equal dAl/ii (tonal import) are pci mealed respectively by the th»er» 
vir. madhura, tundra and kAnta. And then in the third step, the second pari of 
kjhe first pada sung in the same dhdtu os the first two pada-s sung in two parts in the first 
these three have the fifth ptAna vir dlpta in common. Thus, these eleven stanzas 
Ibtve AvefrlsO t, and thereafter in the twelfth stnnra onwards five othei prAna-s such ns 
ty$amdhlta etc. may be understood/* And then he goes on to argue that 'only in this 
inner can the twelfth pada have snmAhifa prAna, not in ihe ordinary routse.* Me 
Improbably thinks it netessary in the application of the test ‘prnyogonyo shlhAtmya (cf. 36 
J^'tnlc) as pointed out by him. In this way, he applies the me of ten prAna-s to the ten 
jfcfyypes of pada-s, rather than the ten pada-s. 

Though on the one hand his interpretation is plausible, the test would hardly seem 
|JtObe warranting it. Perhaps another plausible explanation may have to Ire sought for 
phot assigning any prAyas to the first si* pada-s. 

x Dhydna is a noun, but has in Bnglith been converted into a vetb. ns often in Sans- 
|JUrit the names (nouns) are indicative of functions (veibs). *K‘ explains why samdna has 
£fgw words (alpAkfaratro). He says.“because it is involved in the stanza (/Wot pertoining 
Zfbprayaga''. And then elucidating bis statement he says, "from the character of the 
r of the third step (pdda) it is inferred that the character of the prasoga of the 
t and the second steps would be such ns to include some words that are not the 
l of address or calling etc. (asamhodhanStmaka) Its (i e. of samdna} being xhmt 
ding Is based on its (of the pada) being the prayaga. Thus, this prAi/a named as 
i is to be associated with the two stanzas viz. monmorAocor and mdndhitf periain- 
j |q the prayoga of the first and the second steps ( pAda-s). 
jj8fr' % Atpa-mQrcehand according to *8' implies an incomplete mBrcehanA such as fddava 
l^gdso on. 'K* explains It as tdnfkara^am Le. the pr«icess of what may be called, tanifi- 
on, Ihe formation of tfiw* out of non-/dmi-v t which he elucidates ns consisting in 
pronouncing (singing) the first note, passing on to the last note in the ascending or 
nding order and merely touching the other notes in*beiween**. 1 his also explains, 
ording to him, the expression svatpa-nado , having small sound. And lie supports his 
Mention by the assertion that M this pr4na ( madhura) should be associated with the first 
t of the pattern in the first and Ihe second steps (pada-s) vis. kdnia and sumfia 
\ are of slow tempo. 

1 Stafpa-nAda has been translated as *a small sound* for ndda in this sontext has been 
I in the sense of sound being the material of music. 

“K* infers that the verbal content (mdf«) is relatively more than the tonal content 
Ilia) because the syllables are closely employed. 

•Alapadhvanlb— Here dhvani is used in ihe sense of sound as the mnteiial of music. 
• points onlthe purport by referring to the relatively greater verbal than tonal 
dent. 

*UragaU is interpreted by 'K* as "that which has access ( gati) to the high (tdra) 



■ < i; 

(H; 



' 

I. -r 

■ ;i 


i 

j. 


- * 
! I 

! 


I' 

r 


ii 


!i- 

-1 


M: 



230 


231 


The Prabondhttp m 


(iv) Kdnta is considered to be of a lovely sound* 1 (49 d) 

(v) Dip fa has brilliant sound. 3 (50 a) 




(vi) SontMtita. however, is that which abides with the steady tone pattern^ 
(sthdybvarna). (50 b) 

(vii) Ajtrdmya is known by (the association of) the repetition of syllable 
and sounds. (50 c d) 

(viii) Sukumdra is (characterised) by the softness of the syllable 4 
and mfin'chand-s* (51 a*b) 

(is) Prasama is (so called) because of the clarity 4 of the poda 9 tbpll 
registers and the tones etc. (51 c-d) 

(x) Ojasvi is vigorous. 7 (52 a) ■“4® 

Endowed with these excellences, the elds fulfil the three ends of hun 
endeavour viz. virtue ( dharma ), desire (Aroma) and wealth (artha)- both < 

■ 1 

register. 'S’ interprets it as permenling the high register. It it notable llmt wlieieat 'K* 
considers alpadhvanhtdtpatib »* qualifying $Andra. 4 S* considers it as qualifying Aft ttfjl 
the nest one. In keeping with his own interpretation, considering the second tienzs 
the ptdlava .v of the first and the second steps ( pddtt-s ) viz. fita nnd iobhi to be relatively 
higher than their previous stanzas {padtt- j), *K* considers their dependence on sdndra 
meaningful i ^ 

'KArthi dhvunih lit having lovely sound. *K* defines loveliness of sound (or vota^f 
explaining it as ramaniya, beautiful. Kdnta according to *K* is to be associated with lhg|J 
last (third) poda**, of the peltate-% of the first and the second steps viz. mafia •ad 
tufchhl. sung in the fast tempo. 

*’S' interprets dtp la ns rf vrandda (lit. sharp tone) but not In contradistinction wltl^fi^ 
fiat tone. Tlvra t thus means ‘of a high pitch*. *K* says, it it colled dlpta (lit. kindled 
stimulated, excited) because of high pitch and perfection of tone. I •|g 

*Ak?arattAda <lit .sound of letters) may also imply the singing of syllables. 
suggests the repetition of letters of the words forming part of the padas in & chain, l hi 
last one of the preceding being sung at the first one of the succeeding word. Also, 
means the repetition of the tones associated with those particular letters. 1 hut, as *8?;^ 
interprets, the prdmi named ogr&mya (not uncultivated) associated with such twofold^ 
repetition of syllables and tones sung with them is employed in the first pada of dftrga^T 
viz. dira , which it sung in the medium tempo. 

*Varifa lit. the sound of the rarifa-t (tellers of alphabet). In this context vanpt _ 

not mean tone pattern, it rattier implies the cumulative musical impact of the sylUWfdS 
woven into the melody, which may be soft or harsh and so on. 

•• 1 C* Interprets mQrechand-s as tdna*s and associates the prdqa called juAumAra wfyjj 
the second stanza of dhruta viz. w&sava, sung in the medium tempo. ^ 

•According U*‘K', the clarity of the padas consists in their being so composed 
to signify their meaning immediately. Ry clarity of registers and tones is meant 
distinctness of tonal form and to on, while 'etc.* implies note-series itdna) and shtk«gp|| 
(gamaka). He associates this prdmt with the third stanza of dhruta viz. mjdu which ljp/|L 
sung in the slow tempo. 

f Ojo-hahtda- rich or profuse in ofas (vigour). OJa» is defined by'K’and *S* as i 
ed use of tamdsa (compounds) and 'K* interprets it to be in the words of stanzas ,fij| 
well as in the note series or even in the combinations of notes that do not f<yjQk| 

a note-series. 


tSection 4 

Iho listener as well as of the performer. (52 c <tt 

§,(*) 

^no^hrfiiiritsnningkri: i 
*m:«^pr:Hff«n^niinnrx 3 wpinfT 11x311 

vlsrnif vMf gxnsst p: hxvii 

«n writ to) ftprnft 1 

w«n*m: nxxn 

11x311 

(c) The type# of eld: 

Theae' are of four types specified' by goyn-j,' mitra-s,' rarpas 1 an d 
regions. (53 a*b) 

Gana is a group which is two fold, as qualified by varna or matrd• rarna 
Is twofold vir. guru (long) and laghS (short). Guru is (the syllable) that has 
anusvdra or vltarga, that ends in a consonant, that has a long vowel that ore 
; cedes a conjunction or optionally' that is at the end of the foot (of’n verse) • 


'That is, the tli songs spoken of in the previous verse (<2 ante) 
lit. 'qualified by.' 

•-•In Sanskrit verse, a quarter or a pdda i. regulated either by the number of svlla. 
lea called verge (or ak,aro) or by syllabic instant, called miiri. In the metres that am 
) bared on mr,o. balance it regulated by the poi.cn of .l.or. </«,*»> 0 nd long ( t J»\ 
•Syllables organised into gajo *. The tnetrea based on syllabic instants are regulated by 
f Ihe number of mdlr<l-i in a pdda. The former are called and the latter are known 

It mdlrlka rhanda-i. Then there are metres that ore based only on the number of 
\ syllables. 

i The f,a i b8,ed on ,h * Sfoupe (pisa r) of rarna-, are known at ganar/d-r elds baaed 
^ OB groups of tndtrd-t are called md/rd-ald-M, end e/J-i based on the number of syllables 
i only ore called rarfaeU-s. 

•A laghu at Ihe end of the fool of a veree is optionally taken to be a guru accordina 
[ to the exigency of Ihe metre. * 

| 'Laghu is not deflned here, but 'S' says that by implication any syllables devoid of 
|the above characteristics is to be consldeicd laghu. 

4 This refers to guru. 




The PrahandbA* 

rs§ 

..sekSSj 

ft J, A,. ,}. c and M in ^Mr-mW 0 in the middle of a pada. (54-56) 

(=*) ^tr^: 

OT wW4Ttd<nW w t 

H: w NV#H 

ateRUft *T«nft V: m • 

•J8 

(f) yari>ti-go»a-s (the syllabic gr° u ps) 

or (the two type* of *«««-*). ***** (syllabic group) i. (formed) 

,hree syllable* It i* eight fold 1 ’-mo (*«•»«) has three gurus* ya (gona) \ 
taghu in the beginning - r« <*«••«> h- W" »■ «" 

g L in the end - ta <«*.) has tog/m in theend.- yo<*«*«>*»; *T b * ^ 
middle,” Mo (*™> >>»» *««» *° ,he be * ,nn,n8 wWle " fl ( *°" <,) hM 

•r'e/kM is lit. curved or sig-mg. It ««f«» «- notatloo. Guru » written like &?- 

leM *Lw*« is written like a straight (perpendicular) line. ,*i| 

•This - stands for taghu lost defined. 

‘That is. preceded by the syllable hhra and so on. 

•That is. fihtimSttya written as X 
♦That Is. upudhmtnlya olso written as x 
•That i«, repha orer h. 

•Normally, it would be guru, but optionally it become* taghu- 
•Prakfla is a name of a language, generally thought to have been den ed f» 

is also a similar language, further removed from Sanskrit. Them 

«■** 

»7hat is. SSS- a guru in the beginning, the middle and in the end. 

••that i*! a taghu followed by two gurus e.g. ISS 
••That is. a taghu preceded and followed by a guru e.g. SIS 
“That is. a guru preceded by two laghus e.g. IIS 
••That is. a taghu preceded by two gurus e.g. SSI 
••That is. a guru preceded and followed by n taghu e.g. ISI 
•That Is. a guru followed hy two taghu -1 e.g. Stl 

••That Is, having a taghu in the beginning, in the middle ond in the end, e.g. HI • '-jggjjj 


•«: 
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, 'loglms. , (57-58 a b) 

,■!’(*) ^npr^rr:, ^ 

^rar iixcii 

ywag r u flgn: Sr 1 

TO^ihnfini^nT: 1 

^ (g) The deities and the Truitt appertaining to the varna-gana-s: 

Their deities respectively are—earth, water, fire, air, space, sun, moon 
god lodnr who bestow upon the subject/ through the verse or (lie song 
employed, the (following) respective fruits viz. wealth, destruction, loss 
||’ of position, poverty, affliction of disease, fame and longevity. (58 c-60 b) 

(*) ntjfarrfat 

yit «ftW: g*: ffrft xfaim: 113011 
wiTOiM&wt ^rrwnrt Hht: 1 
*nfat*g: wai^TOiig: whfaTfrcrei: u^ttt 

(b) The deities and the fruits appertaining to the classes of vartta-s (letters): 

; The deities of the (eight classes) of letters (of the alphabet) viz. the 
^towels beginning with a f the five groups of consonants beginning with k f r, 

;i„ *The above description of gonn-tt m tty be illustrated •« under: 

Sift Varna—gana-s (syllabic groups) 




Name of the 
ga^a 

ma-gana 

yagatfO 

ragatja 

sagatfa 

ta-gana 

fo-gana 

bha-gana 

na-gamt 


Description 


Symbolic re• 
presentation. 




group of three ruru-i. 

SSS 

n taghu followed hy two guru s. 

iss 

a taghu In between two guru s 

SIS 

two rtiru-j followed by a taghu 

SSI 

two taghu-s followed by a guru 

IIS 

a guru in between two taghu-s 

ISI 

n guru followed hy two taghus 

SII 

group of three taghu-s 

III 

of gods. 


* as ‘hero 1 (nSyaka), Lit. it signifies the object 


idwcrlption. 
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U /. and p . the semi-vowels beginning with y 9 and the sibilants beginning 
with i 1 respectively are—Moon, Mars, Mercury, Venus, Jupiter, Saturn, 
Sun and darkness, and their resultant effects respectively are longevity, 
fame, bad name, wealth, good luck, decline of fume, destruction,® and 
delusion, 1 as associated by the wise with the subject in the context of a 
verse, a song and so on. (60 c-62) 

(W) ffTTPTOT: 

*n*i i 

qqr—sss?f»w»m:; ssi sfil S»m:; ssrfnvro:; si wnt:; s 
«*m:; i «r^ar »ro*T*rort: n 

rffrn<m *rm: i 

!*§ a* tl V*li 

qq qtmwri afiwswwf rftwn ts*n 
iWT-ss; is; si; ll; sfaTfk*mr:ll 
U«n—sss; iss; sis; ns; ssi; isi; Sli; ill; 
qqi—ssss; tsss; siss; Itss; ssis; ISIS; siis; ms; sssi; tssi; sisi; 
lisi; ss H; ish; silt; nil; sUrqpproi: II 


•The different classes of the letters of the alphabet are indicated as under: 
Classes of the tetters of the alphabet 


No, 

indicated dust of tetters 

The tetters of alphabet 

Specific quality of 



comprehended 

the ctasx 

1. 

Beginning with a 

a, 4, i , f, w, f , 

Vowels 



ff, /f, e . ai t 0 , au. 

• 

2. 

Beginning with k 

k.kh.g, gh t 8. 

Consonants 

3. 

Beginning wilh c 

e, ch m /, //», A, 

Consonants 

4. 

Beginning with f 

U fa 4* fa 

Consonants 

3. 

Beginning with t 

r, fh, d, dh, n. 

Consonants 

6. 

Beginning with p 

p , pA, A, bh % m, 

Consonants 

7. 

Beginning with y 

r, r. 1, * 

Semi Vowels 

8. 

Beginning with / 

t, t « r. 

Sibilants 


*Mftyu t lit. 'death*. 

'Xtinyata. lit. voidness, blankness of mind;is interpreted by 'S' as motto (delusion). 



(0 The mdtriganas (measure group*): 

Mtoran (also called) kald. taghu and la,' its five groups viz. cha (tana) 
pa lgana),ca{gana). to (gana) and da (gar,a) with nix. five, four, three and’ 
m,Urd * («n'«-measures) respectively ate written as follows: (f J) 

® ® S eha-gtma 

® ® * pa-gana 

• ® ca-gana 

S 1 ta gana and 

® da garta 

These are the five mJirtl-gana-s. 

tha|k|ho*w V f i'h °* atyuic,i ' aro called rati-ganas, with the provision 
that those (of the gana-j) among them that commence with a taghu take 

™zZ'?.z^z h :- ? 

nH'm-aT y "'*" a 

They arc illustrated as under: 9 

(i) Rati-gana-.x: SS. IS. SI, II. 

(H) tcama-gap, s: SSS, ISS, SIS. IIS, SSI. ISI, Sll, III 

(•*•) “***•»•*• SSSS « «SSS, SISS. IISS. SSIS. ISIS. SIIS .us SSSI 
ISSI. SISI. MSI. SSII. ISH. Sin. III,. * * 

(«) *r®hrr 

*** mm 'rfaftforr i 

rn ftfarr 55? rfttaf ftrym tmr u^n 


■a-*’ (JfTTtRTT HUT | 

w *ww?mrort wn <****) 

*l u lini(n«4MTTwiniqf&t(tfluiyt||aTq ; | 


l ta is the abbreviated form of taghu, 

J.’or“" ,W ” *• • .«-) «- r„, 

^ztss&zsz . .. «* 



\ 
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(b) Gana eM (66-94 b). 

(1) Definition and classification: 

From amongst these.’ (that which is) produced by raruagoita-s (syllabic 
groups) is known ns gana-eUV it is threefold vi/. <uMh> l.* saUklnuV and 
vlkrt/l.* Auddltd is loin fold viz. n/id Avail. Iwibxdvatl, lumdAruli and bhadrtl- 
vaii. These are now to be defined. The rule regarding j gam etc. however, 
is applicable in their case to the (first) two parts of the step/* (66-68 b) 

(^) «(pT*T *TT: 

(*) SHTITaV 

srwwfft ll^dl 

film fasr t&fswff tjfawfaRU t 1 

qnpmFftTtfimfrmT: sftm n^tii 

(2) The varieties of iuddhd (pure). , 

(a) Nadivail: 

Nildivatl is (composed) by five bha-(ganti-s) followed by a na (gana) in 
the end and is (sung) in fakka (rdgu) with manfha {tula). Derived from the 
Rgredu, bright. belonging to the BrShmana caste, couched in kaisiki vfttC 
and /nified/i* riti, it is (sung) to propitiate BhArati * and to stimulate the 
sentiment of conjugal love. (68 c-69) ^ 


an 




•Th.it is, the wirwr gan<i*s and the matrd-ffanres, 

•the pi on mm Caiwif > stands for r/J which is Implied in the contest. 

9 iuddhd lit. means standard or pure, 

'Saihkirnd lit. means mixed. 

•I'tfrtf lit mean* modified. 

• S' infers (hat apait from the first two ports of the first step ihe rest of the song ll 
to he 'unit freely » r it is not governed by that rule. 

f The concept of iff ti wins to have many facets. Rhatata simply conceives it 
action of four types in the context of drama vi*. sdftvati, drahhoft, Huitaii. and kalitM'< 
(mental, violent, vocal and graceful). The grammarians speak of abhMd-xftti (conveo*^ 
tional power or function of word) and lakian&^ytli secondary power or function 0 
word). Some experts in poetics, accordingly held that iflfi is nothing but the functhm, 
or the action of the sound value of recurring letters, which helps in the presentation ofj 
a particular aesthetic configuration (rasa), cf, K.C. Pandey, Indian Aesthetics, pp. 4S7*3| 
59. *IC defines ifff/m its genetic sense as *‘verbal, mental and physical activity "con* 
ducive to human endeavour (pnrufdrthoy\ He also defines Ihe four types of vftti specif 
fically, which may he seen in his commentary on verses 66*76 of this chapter . * 

•Riti signifies diction which is fourfold viz. vaidarhht, gattdf, pdflcdli and Idft. 'K,’ . 
defines riti in its generic sense as **the delineation or composition of words(and phratoi) 
loaded with excellence** He also defines the four types of riti specifically which could 
be seen in his commentary on verses 66-76 of this chapter. ' 

*Rhdtati is a name cf Sarasvatl, the goddess of lea rning and fine arie. 
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(9) fHIVcft 

T*m: jfWm ^reral t 

fipwltr wfcnn iivsoti 

HtnwTTHtff ^fn m* or* * , 

VfaOTfTOT: Start) u\9f II 

(b) Hamsavati: 

Hathsivatl is described by the specialists (as constituted) by five ragana-s 
fo lowed by a sa-gaua in the end. It is (sung) in ruga hindala wilt. dvltlya 
tala. Belonging to the kgauiya (warrior) caste, derived from Ihe Yajurveda 
it is red in colour and is couched in Arahhafi r r tU and lAfi riti tt is 
employed m the sentiment of wrath 1 (and) for the propitiation of Cn, n lika.* 

(*0 

sfcTrtiete ITT J|ST TT>) *TFt^(5T% 

«ftan nrarH^fvrsrT» 

Sf T)fhlrrjlutIT: Stas 110311 

(c) Narnia vat i; 

. The e/<» (called) nanddvatl is believed to be (formed) by five ta-gana-t 
followed by a ja gnpa in the end. It is sung in rag„ mMavMika with 
, pro " ' l, ‘ a ; Aris, "B from the SOma-veda. of yellow colour and vaisya' caste 
I ™ Ch '* ,n sMtratl vflil and gaudi rill, it is employed to propitiate Indrdni' 

| RIM * 18 k RS *d on the sentiment of heroism. 8 (72-73) 


l Raudra of the text. 

JS*'. V"'rr ° f " , ! de ‘" ,,C,ive «’ f 'be "’"'her a..,Mess » urKi . 

I Tnf r T ,' WO ' Thi,i °" | y ‘he merchants tn.j also .he peas 

^ gnu-all those who have economic holdings. P<,fl 

•Imlranl is Ihe designation of Hie wife of Itulta the chief of gods 
•Vira of the text. 
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(*) trerarft 

iCTVtft qwdVdNlhS: ^TpWHWTJ I 

$wn 5jBi ^ <tts(R*i trovN 

*r* * fWfl I 

mniffitsHiMtefr vHwn iw" 

(d) BhodrdMti: 

, • __ nn ..A\ hv five ma (ganas) followed by one ya {gana) 

. He enT'lVis (sung) in rOga kokuhha with hanktia M/a. Arisen ,rom **J* 

A,kanaka, black ZuZ «nUml^bhor-! 

SXS r«r «* Propitiation of the goddess 'WMP a. dechir. 
e d by Sfiriigadeva. (74-75) 

( 3 ) riqfrjfai 

5g«n tfaSHf Qgsn stmt t 

snjftr^Tsg m wfc ?W **t[ ,,v *^ n 

(3) SankfniA (mixed) . 

Many mixed (mrfMnrt) varieties are (obtained) by intermixing these in 

dealt with lieicin. (7f>) 

(V) 

**jfa*Hifa* snm smftwrm: i 
mrttft d«mt *m wntfwn i ww 
a-vi Ow on m^^Th m: t 

(4) Vikftil (modified): 

The first three varieties of M.dJhl' (eM) become modified («M) by 

,**, i< «l.e fouMli «a«e cabling of labourers and mental workers. 

•U,ahl is lire name of Ml"*- con,0, ' or ' H,wer of V ' 

4 11ml is, Clic Uuhthti fOna'tU f*t* 

•I hut is, ntititirnti, fobhfdrmf » nd mriBvaii, 
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the modification of their gano s .These are fivefold each 1 vi 7 , nlxarf, sangaiti, 
trttfi, rantn 1 and band (formed) respectively by the modification of one, 
two, three, four and five Ornwo-jr). (77-78 c) 

(*) srast 

smtai arwmt q wtfinw w fifftwi iiwcii 

3 smi snfawren n $4: t 

rrenm smratat nwrrw itvs^tt 

(a) Vtisavl: 

3 yasavf is fivefold viz. rtimti, manoramti, unnald , stint i and ntigarn (formed) 
respectively by the modification of the first to the fifth gana? as described 
by the wise. (78 c-79) 

|| (w) (mr 

TTrjftm w f«ram wn mnOrst vftgrt i 

*itMt * nKt iffcut m»: ^ u«t*u 
svnw tfrrar nfim f4: t 
arrerm ^rgtflq i r^r^w fwiTa: itcpi 
tiiwwn TffffttigtT mfltnftfHfwr« 
firnbi n^n 

gas^nufndtsir, wfff aart Mmififa i 


■finch of these Ihiee ha* five varieties. 

^That is 1, ?, t, 4 and 5th gana rfipectivfly, vi/. by the rnodifitation of first gana we 
' bive romd, by that of the second, we have by that of the third, unnafti , by 

Hj that of the fourth, iAnti and by that of the fifth *<»**. we have migatti. It may be noted 
(bat idjmf is formed by the modification of one ga*a. 

*K* points crut the implication of the text ' pattcamtivaMh* at cm ding to wliiclt the 
• process of modification is to he cart ied on up to the fifth gana only. He says that, if 
►even the sixth i,e. the lost *i»w» also were to he modified, it would not he possible to 
gkcep the ideality of the song within the mnge or recognition. He fmlhei points out that 
i‘lh« title ^deprived of their characteristic fen lines excepting ihe mdsrf they become modi- 
!sfled** etc. spoken of earlier (vide S,H. t I 7.3t. also applies in this case by implication, 
j’ And accnidingly, even though the Inst gana of ntitiirati cannot at nil he modified, yet 
Hbecause in case of hatottiratl and nantitirati Ihe modification of *i**flnn anti ja g^a is 
j possible, the author has excluded the last gana from the process of modification ns a 
rijfNwral tulc. 


SB 
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(b) Stmgatd: \ \ 

Sams, lukjmi, kamadi. kaimtura, nandtnl, gaurl, aaumj . 

«-« <*-<•»>i«.0-j-nc.on 

’“nXTw^,”C.L"^'nc.,i«n ©f their second (,©no)in conj.ee. 

I-— <**<•<«< (.«») in -»")»»«>» 

W, !t! h O.»ronl'y a "y (!»:^modification) of the fourth and the f.fth gana-s 
(in conjunction), 15 (80-83 b) 

(n) '] 

’r?ffa , *T srlsm rrffm Tfmrjfm »»« 0 * 

’at * 

ftnrar rmm^J n Tfason nevn 

snwnw^t ti^l t 

sfgfauit uftonst sfrsr?tf sretVp»n*{ t»cx» 
sorrrrt fefrerrt i 

fg^Rt ^fssrot fsf it: * 3 : swfon: tictu 

1 Sattaii i< formed hy il»« modification of two »«?*-*• . . 

• I hat is, the trcMd. H.e iMid. the fourth and the fifth one reepecl.ve y. 

•that is, th* third. fourth and the fifth one respectively. 

«That is, the fourth and the fifth respectively. 

*riic varieties nl\v,rt^M t»«y *>* understood from this chart. 

The varieties of saAgatd 


S . no. 


Nam* of the variety 


Formed by the modification of J 
the gana-s i n conjunction “ V 


t. 

2 . 

3. 

A. 

5. 

6. 
7. 
R. 
9. 
10. 


Romani y a 

if atm I 

Santa 
Lakfttd 
Kaumttdi 
Kamo tun a 
Na ft find 
tiattri 
Saumyd 
Ratidehd 


First and second 
First and third 
First and fourth 
First and fifth 
Second and third 
Second and fourth 
Second and fifth 
Third and fourth 
Third and fifth 
Fourth and fifth 
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|p) Trerfl: 

Tretf* is said to be tenfold viz. marigold, rati-marigald, kalikd , (anumatfhvd, 
aSrlJayamarigalth vtjayd, rainam’tld, gurumadhyd, nnd ratiprahhii. The 
t syllable hereunder is indicative of the first (second, third) etc. These 
I formed respectively by the modification of the first, second and third 
tf-y) viz,, the first, second and fourth (gana-s); the first, second and fifth 
r*j), the first, fourth and third (ga/ia*j); the first, third and fifth (gana-s); 

it, fourth and fifth (gana-s); the second, third and fourth (jfrtiw-j); the 
ad, third and fifth (gflmr-j); the second fourth and fifth (gana-s) and the 
i, fourth and fifth (gana-s). (83 c-86) 
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O tlf fr l HO T; I 
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|d) Catur/l: 

Caturd % is fivefold viz. utsavapriyd, mahanamhl, la hart, jayd and kusumd- 
tff which are formed respectively by the modification of four (of the five) 
r»r, leaving aside one each (in turn) 3 from the first ( gana ) onwards, 
tb) 

•iVefd is formed by the modification of ihiee gana-s in the following len varieties; 
The varieties of frrfd 


Mime of the variety 


Margate 

RatimaAgafd 

Kalikd 

Tanumadhyd 

Vtrairi 

Jayama Agate 

Vifayit 

Ratnamdld 

Gurumadhyd 

Ratiprabhd 


Formed hy the modification of 
the gana- s in conjunction 

First, second and third 
First, second and fourth 
First, second and fifth 
First, third and fourth 
First, third and fifth 
First, fourth and fifth 
Second, third nnd fourth 
Second, third nnd fifth 
Second, fourth and fifth 
Third, fotiiih and fifth 


fgtHTd is formed by the modification of four gapa-s. 

fat is, by sparing the 1st, 2nd, 3rd, 4th and the 5th gana-s in (urn from the process 
difleation. In other words, by the modification of four out of the five modificablc 
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(*) SWI 

VnWTCTS 

AM I. (to.™* >•> j*.‘EJJJS m XSri^S «"» . 

**s s~ «■*-* ™ ri "“ ■ 

ninety-three in nH. (89 a-c) 

(X.) 

«****!**$ mSTSTOlfa* » 

Swifomfinism m* Uc * u 

«nmnfW^ nm t 

*mT wfag: f«* «*** *<4 

fcift 

,,uu 

nqtasn STV’ft %fH «*<d( I 

a* witra* ft** « W 

*r*T**rt * tn# » 

«MH( VW tt*tl S’** ^ WWW *SS,^it 

fq^rt **( sretarrm imr: i 

on, ,o eech «. coding wi.h .he «... ^ ™«e a.. 

Ihe following char.. The varie , le< of CoturS 




1 ^ 


5 . no. 


I • 

2. 

3. 

4. 
5 


Nuntt of the variety 

UtsavapriyA 
Mtihanand* 
l.ahari 
JayA 

KutumAeati 


Formed by th « modification tf jg* 
geno-s in conjunction ; 

SecondTrifird. fourth and fifth^ 
First* third* fourth and fifth ^ 
First, second, fourth and fifth 
First, second, third and fifth 
First, second, third and f 


'Th». i< h«7 " %e hlMf 'TjrZittltt of rtmt. ten of ™*goM. .en of Irrti, 
•me no. jl » cttinpro • ( j „ 31 ). 31 varlflie* are *roken of Inf 

f °T. uL°Z"lt*' viz* nidi ran (by .he modification of bho-gona) h a *»iro>H 
of W) and ***».*« (by .he moditUa.ion of ***». 


(5) Other varieties: 

Besides* 1 there are fifteen others formed as under: 

(i) Sangatti* is considered to he threefold viz. sfivitrf, pAvant, vAtasAvUrl 
(formed) by the respective displacement of its" two bha (-gana. r), two ja* 
(-gana-s) t two jo 6 i-gotja-s), and by one ja-gana and one sa* (-gana). 
(90-91 a) 

(ii) Vasavl is considered to be twofold by the first two varieties. 7 (91-92) 

These* are the variations of naddvaiL (91 c) 

In hathsAvali also sadgatA has three variations viz. vyomajd, vdruni and 
vyomovdn/nf when (similarly) treated by ta and ya (gana-s)* Then vasavl 
too is twofold. 10 (91 c-92) 

In nanddvatf as well saAgatA is threefold viz. rahnljA, vdntnf and vahni- 
> J ttirunl (formed) respectively by their gana-s" and similarly, vAmvI is two* 
fold. 11 (93) 

Thus, 1 * the varieties of vlkftd (modified) fid are considered to be one 
hundred and eight (in all). (94 a b) 

•That In, opart from (he 93 spoken of above, 

*SaAgatA itself is formed out of nAdArati hy the modification of two of ltd gana s. 

•The pronoun 'it* refers to saAgota. 

•Lit. hy the tw o gana-s bovine the sun foi theii deity i.c. fa gana. 

•Lit. the two gana-s having air for their deity i e. sa-gana. 

•Lit. the text drift ya ca would mean 'in the second'. 'It* interprets- "one bha 
(.f no) having been displaced by sa-gana and the other having been replaced by fa-gana, 
% it is called vAtasAritri, a modification of saAgotA/* *S’ merely says that the two bha 
' (-goaa-s) are displaced by both (i.c. Ihe fa and Ihe ta) gana -«. In other words, he does 
fiot indicate the order in which they displace the two hha-gana-t. 

•The two modifications of vAtovf, spoken of here, are caused through (lie variation 
of Ihe first two of the three variations of taAgatA mentioned above. Since tvtxarf is modi* 
Bed by one gana, there are only two variations possible in it viz. sAvitrf and pAvani 
^formed respectively by the displacement of bha*gana by Ja-gana and sa-gana. 

•thus, the three variations of saAgatA and two of r<t*mf make five other modifica¬ 
tions or nAd&vati Wd. 

• SaAgafA is formed by Ihe modification of two gana s. In haAtsAvati when two ra 
§‘(*f anas) ore replaced by two ta (•gana a), two ya i‘gona*$\ and borh ta and ya (one 
|gich) vyomalA, r Arunf and vyomarArunt respectively are formed. Literally* taddahaty - 
etA would mean, 'when it isaAgatS) takes resort to the gana-s, having space and 
er as deities*. 

••That is, in Atfihjdvo/f eld, % Atari has two variations viz. ryamajA and i Arun* formed 
f Ihe replacement of ra gana respectively by fa (-gana) ond yai-gana). 

“The procedure of formation is the same as in nadA%ati and haAnavati. In the case 
|y(jf nandivatt two ta {-gana-t) are replaced hy two ra (-f<M<?-.r>, two ya ( gana-s) 
| both ra and ya (gana one each) respectively to produce r ahnijA, i Ami and vahnt* 
vnl 

n VAtari is formed by the replacement of ta i^gana) hy ra (-gana) respectively to 
ducc rahnijA and vArnni. 

|it M, K' observes that because m<i i-gaia) cannot possibly hr modified, the author 
Nt*mi lo suggest the non-avariability of the variations of Mriroij, 
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fgntmFH: qsHif*: Smyrna*?"™) ^ 1 

m«i3ran *oro4wndisiT g fafaa: »»€.'»« 

trrR^g<l«it>MW , 4«^i n n 1 

an*?*** »^ M 

*wq?qfq rTS’fqtf & » 

q: wqq'q^fiPWff f"*- ««" 
fafaw qq*faifa wra’H! Fn?qq*««ft i 
in onsgqtf ^ xx*r. qwi at •'•« 

qwnwqwift qroraro 1 

non: qs* ftnn^ wc *T »^ #<u 

imr: q<<i qwn^t ipnwqr: t 

wnoftfer gjqraT^rq ^^ggro ijyn »> t °^ n 
^qtftf*qig«q**nn*^rjri*TCfaS 1 
hut Whmnfanmi «pn* **(*?!*! M * ° 3 H 
rf7&\ ftiMt ftrat U^WwBwww ‘ 
qfafrtnqq: q>mr: tmusIWuW: w \ om 
q«tftrt«rqtTT;5ft wuswisf*”^ 1 

(c) MAtrA-tto: (94 c-105 b) 

ktvrMla is (formed) by the m«r***»»«** (measure groups), and 
known to be fourfold viz. ratilekhA, kamalekhil. bAnalekh* mulcondra 

{9 \n2uL I the first jtff is composed of eleven ««■*, (units) and 
also the second, 2 while* the third consists of ten (otfint-s) arranged in ^ 

•The mfcWw (of ll* eMl hn« • !>■« steps i.e. &<•«- rtcf. ve.sc >5-36 ante*. The 

step is to he composed in 11 miltil t. .,. 

•The second step loo is likewise to be composed in eleven miiri J. . J§i 

•The third steo is to he composed differently i.e in ten mtM*. AM the |g 
together are composed by 01 I II H 10)- 32 ■»*"**• *»■ 


gana-s.* Kdmafekhd is (composed) by kdmagana *.r 3 with double" Ihe number 
of mif/rd*j. BAnatekhd is (composed) by bdnagam-s with triple 4 number of 
| the mdtrd-s^ while camirgltkhd is (composed) by a mixture 6 of (these) gana-s 
j|| utilising four times* the number of mdtrd-s. (95 C-9K a) 

t shall now relate four others viz. itnhmuiti, jyotismati, nabhasvatt and 
vasumati. Of these, indumart is (composed) with five cha 7 ( gana-s ) along 
with fa" (-gana-s). Jyotlfmati is declared by the experts to be (composed) 
gjwjth five /mj 9 (-gaya-s) along with a ca'° (-gana). Nabhasvatt has one cha 
l(-gana) in the beginning followed by one pa (-gana) and one cha {-gam) in 
the end. Vasumati has one da u (* gana ), one pa ( -gana ) and ca (-gam) 
Ip followed by three pa (-gana-s) t one cha (-gana) and one to (- gana ). (98 b-100) 
Sf|! Ndddvatl and others 1 '' (become) md/rd (elds) by commencing with ca- 
n'lwfl-r 13 constituted out of the disintegration of their own gana-s t u they being 
^defined by Arjuna as respectively consisting of five (rn) gana-s ending with 
£ three laghu-s t * h seven (ro) gana-s ending with one taghu,** seven (ca) gana-s 

•The ratigana-s have been illustrated vide 6t 6S nnte. 

*Monmatha lit. 'pertaining to Manmatha i.e. kdma\ 

•That is, (22 + 22 + 20) « 64 mdtrd-s with reference to 32 of rati tekhd. 

•That is, <3.3 f 33 + 30) «• 76 mdtrd-r, triple with reference In 32 of rofttskhd. 
•Mixture of the rattgana-s kdmagana-s and bdnagava-s in their due measure. 

*Thal is, (44 + 44 4* 40) ■» 128; four times 32 of ratitekha. 

|g *Cha is a mdtrdgana of six mdtrd-s. 

*Sotalb (sa + taih ) lit. accompanied by to (gana-s). The use of the plural is notable. 
Jab a mdtrdgana of three mdfrd-j; 'S’ interprets that, **ta~(gt.na) has to be placed at 
send of the five cha (gaya-*)”. This is corroborated by *K* who says that, "because of 
tcpradhdnatva (not being primary) of to (gaya) it has to be kepi at the end." 

, */*a (gana) has five mStrA-s: 

l *Satagat}aih (lit. accompanied with ca -gapa-s) may be understood in Ihe light of 
»shove note (no. II). Ca-gana is of four mdtrd-s. 

11 Da (-gana) has two mdtrd-s. 

\ u Thtgana-etd-s already spoken of vide verses 67-75 ante are referted to, the other R 
fig hadtsdvaif. nand&rati and bhadrdratt. 

f 11 The nidtrd-gana-s spoken of vide verse 63 ante are referted to; cha-gana has four 
tri-s. 

pHTwn gana-s means the gana-s respectively pertaining to them ns gapa-eld s j.e. 

I ball has five bha-s followed by a no, haAtsarati has five ta-s followed by a so, 
} irati has five ta-s followed by a fa and bhadrdvaft has five sa-s followed by a pa 
io). Their disintegration implies the breaking up of their gurus into taghu units, 
i, for example ndddtaif has five bha-s followed by one na which means Stl x5 « 20 
H + 3 taghu-s ^ 23 taghu-s. Now, from these 23 laghus , as it will presently be 
mdtrd cid nid&vatt is reconstituted by five ca-ganas followed by three laghus 
% : 3 + 3) - 23. 

|[ tt The five bhas and one na of ndddvotl break into 23 faghus which arc rearranged inlo 
tabt(of four mdtrd s) of mdtrd-ganas and three taghu-s placed at Ihe end. If this 
dilutes one step (aAghrl) or its two parts together, according to 'S’, it forms nadd- 
Itt a mdfrd-Wd. 

[)f haMsdvatf, the five ra-s and one in (SIS x 5 \ IIS i.e. 5 x H 4 -- 29) when 
i become 29 taghu-s , and when they are reorganised into seven ca-s (of 4 mdtrd-s) 
b one taghu in the end, become mdtrd eld. 
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ending with one laghu 1 and eight (fa) gana-s ending with three foghu-lM^ 

( 101 - 102 ) ' 
Arjuna’ has (also) ordained that by the increase of one, two, three, fo« 
or five mAirll-s in each of the steps (p/lda-s) these* (tlA-s) become 
md/rit-eM-J. 11 ( 103) 

RallltkhA and others,* by (the use of) an indefinite arrangement 
gana-s, 1 are respectively called by the names nandlnl, cltrlnl, ellrS r 
victim, (for example) in case of the first two of these,* the order of the I 
and the third steps (pAtla-s) is to be reversed. (104-105 b) 
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•Of nandSvatt, ihe given ta-s and one fa (SSI X 5 4 ISI i.e. 5 x 5 + 4 ^ 29) 1 
hfok#n become 29 laghu s, which when rearranged inlo seven co m and one lagha^ 
fthown above (note 19) make for mitrA-tU tuuulAvatt. 

•In the case of bhadrSrati. its five along with one ya (SSS x 5 + 1SS i.e. « ; 

+ 5-351 when broken become 35 laghu-s which when restructured as 8 ro-i 
hghu M nf ihe end. make for the rod/rd-Wd bhodrtratt. 

•Dhunafijaya it another name for Arjuna whose school it well known. 

•That is, the mdrrd-Wd-,«. 

•Wcitra lit. 4 variegated i.e. of an added element of variety/ 

•Rafilekh*, kdmalekhs. MnoUMand candratekhd are defined in terms of the 
her of mjfrrd j and gana-s vide verses 94 c-98a ante. 

•That is. if rati frkM etc arc employed without observing the rule with regard 
arrangement of gana •*, but observing duly the number of mdfrd-,? In them, lhey ; lj 
transformed inlo what are called natuHnl etc. 

•Iha lit- ‘here* refers to the four #/d-j nandM etc. which are originally ratlUkhitfa>(f$£ 


mmmij ftmim) (wiftfroft *r 51 

ooit w*ft: T^niV mn ntt^ii 

*TRsft nt^sit fTsT wiitfam; i 

sfiroi* *11 f^iwn rwoufatf sferau 11 u 911 

Varna eld: (105 c-1 13) 

: Not being determined b y gaya $ md/rd etc./ varna-ela is (composed) on the 
of the number of syllables (rarpas). Augmenting a part of a step 
} ay (consisting) of six syllables, one by one up to twenty-five syllables, 9 
7T 0ty-four elds are known to be (formed). (105 c-106) 

Of these/ the first is said to be madhukarl, followed by sustard, haranJ, 
Eftttd* which is said to be the fourth , prabltafifant the fifth, ntadanawfr 
hich Is said to be the sixth, faflnt and prabhAvati . sndlati and the one called 
H then comes 6 bhogdvatl, and thereafter the one called kusumdvati and 
) other (called) kdntintatf, then the one known ns kumudini kalikd, and 
aid , vimald and the one called nalinf t kdlindi, and thereafter viptda, 
„ \dlatd, visdld, sarafd and toroid. (107-1(0) 
j Of these/ the last twelve are alio called by some a^*Varna-mdtrd*eld\ 

In these 7 (elds) any one tdla from amongst manfha, dvitlya , katikdta and 
rotlldla may be employed, while the rule pcriaining to rdga* etc. is not to 
sapplied. (Ill a-! 12 b) 

•Unlike the gana-eld and the rndfede/d, the structure of the r arna-etA it determined 
rthe number of syllables in a part of a step (pAda) detailed in the following few 
bses. 

•A pida has two (khanda-s) parts, 

; f That is. a section has six syllables at least and twenty-nine syllables at the most, in 

i we have twenty-two other varieties having seven, eight, nine etc.up to 

aty-eight syllables. Thus from six syllables per patt of a psda to twenty-nine syllables 
I gel twenty-four varieties in all. 

•These 24 varieties of ramo-Wd are enumerated with 6 syllables in o part as in the 
pone. 

; *Mata lit. means *is considered to be*. 

^IheeAf-j named from 13th to 24tb above, or as *S* puts it, "the wna-ttd s formed 
)l 8 to 29 syllables per pert, (i.e. 12 Wd-s) arise from the mAirg^ld-r, therefore, in the 
r of some experts, they ore called raryo-mdrrd-Wd *» In these, both the syllables 
m) as well as the mSiris are counted. 

f g^^Thal Is. in the warna-eiAs. 

•’K.* observes that from the present statement of the author it scents that with regard 
varo-Wd *, the injunction laying down a particular (Ata, tago, rasa, rill, if tti »ml deity 
~jjlhe case of aadAvutt etc. is nol applicable and thnl the inference is that it is applicable 
p] other types of e/d-r, iuddhg as well as Wkffd, even though the only distinction 
I in them is in terms of gana s and mdfrd s. Cf. Matartga’s fir. /> , 4f»6 who says. 
Hire, the rule pertaining to M/o, rasa and rgga does not apply, but only the rule with 
prd to rarna (applies); that is why It is called varya Wd. M 
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') 

MnlnAgn 1 has spoken of seven othor (eM-i) vi*. ramanT, candrika, lokpnty 
padmin I, roHjani . milatl and moMnl which are differenSialed only by the 
spacing- ol words, and as such are not indicated by as. (112 c-113) 

(y) Sfari 

IsnwqHTfq: qssq tt>tmqWlfiWHH: »tt*M 

(e) Deia-eM: < I14*132 b) 

Five dr<« W.KO are recognised* by the experts, composed os they are 
the language of karnifa: la(a* *a«(fa. 7 dndhra and drAridtf which « 
associated with rww/fai and other* talas. (114) 

{X) tpflrttm 

qwmwifwi t(*i tqj: mw* 

qjqqnrwfenqt qvqqrqfttam: i 
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■Cf. Br . />.. 477*84. # 

••It* observes that in thi* context yatl signifies pado-*lchtdcb Hi. breaking of < 
poiinrl worrit into their constituent element*.* 

•The worri iMt in ihii content clearly implies the meaning ’regional.* 

*Trokta (of the text) meant, ’spoken of.* ... ^ US 

incloriet (modern) Mysore, Coorg, Canaro etc. i* another nftBwM^p 

A’lmtaWr/a. 

repretentt southern Gujarat including Khflndeth. 

*Gaufa t the whole of Bengal. 

•DrtrWi. nail of the Deccan from Madras to Seringapaiam and cape CamorlneJ 
3-6 above cf. Nando Lat Dey. Ore <7 tographleal Dictionary of AncUnt and 

Mia). t 

•Other t&fos referred to are—rfvfrfyo. kaAkSla and pratltSta. 


tnftquiftqfimti fqsrolssfafwiflqqi: 11^411 
Wdi rwi: fitrthn ^trrerfl q ttt 1 
stbwiswwwr ttipt qrm n«nfqq: it^oii 

•[wtj.itotwuwfli tn w<?>G«si ii^^ii 
CIW* q*qqf nohrt: q? q qi?qqi: 1 

qromn: qrot W rqi: Bt** f^ijfftq* It { 3311 

xsitKit tnhn wr rqi^ dtdiferi q?n u^^tt 
tOFtf Vtqi TfiWttI qtfqls^ t 

qqibtj^mftromfcqomfT on qwt: i 
q^qtrq gqt^Bfqtrqqrnt qnaff: ll^lftt 

nrffi^n ww^jifttnrTfifW tr^ t 
ftrcrm wgEft Mwwu ra: ii^n 


(I) Karnd fa-eld: 

Karndfa-eld is embellished by alliteration running through the beginning* 
the middle and the end of it. Others 1 hold that naddvati 1 etc. are karndti-s.* 
These are sixfold as characterised by the following qualities. (115-116b) 
Ndddvatf, the first one is (known as) sulekluh Dorn of the eastern face 4 
of Brahma, with Siva 5 as the presiding deity of its ganas. its first two pdda-s 
I' begin with alliteration and each of them has two kdmagana-s followed by 
one radgana. Their third pdda, however, has alliteration in the beginning 
and the middle (parts), with four kdmagana-s followed by one ratigana 
| (in the end). (116 cl 18 b) 

■Other expert* hold thin view, ft teem* that the author hiimelf doe* not hold thin 
ew. 

*That t* the four luddkd *12-t. the other three being hwhsAvatl, nand A vail and 
liyntrarf. 

•that i*. karnofa*el2-a. 

•Rrahmn, the creative aspect of the Hindu trinity has four fore* in four direction*, 
•Sombhu i* another name for Siva, the destructive aspect of the Hindu trinity. 
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HathsAvaii it called kdmaUkh*. Born of the southern face of Brahma, with 
Savitrl as its deity and Hari 1 as the presiding deity of its gana-s, its first 
two steps (pAtla-s) are composed with alliteration in the beginning end the 
middle (parts) and [have four kAmaganas each; while its third step (pAda) 
has alliteration in the three (parts)* and eight kdmagan'ts. (118 c-120 d) 
NandAvatl is known as svaraltkhika. Born of the western face (of BrahmS) 
with Gayatn as its deity* and BrahmS as the presiding deity of its gano-j, 
it has alliteration in the beginning and the middle (parts) of all the three 
steps (pAdas) with four kamaganas in each. (120 C-121) 

BhadrAvati is called hhadralekhikA and duly considered as karnAfa-etd. 
Born of the northern face (of Brahma) with Gftndbarva as the presiding 
deity of its grind-*, 4 it has six kdmagana-s followed by one bAna-gana in 
each of its first two steps (pAdas) and eight kSmagana-s in its third step 
(pAda), the three having alliteration in the beginning, middle and in the 
end. (122-123) 

If, however, five kdmagatubs followed by one ratigana and one kdma- 
gana in the end are (provided) in each of the three steps (pAda-s) of these, 6 
all of them are known to be chattdasvails . (124) 

These* are again known as ekhAbhdsas 1 by the decrease or increase in 
their gana etc/ (125 a b) 

In the event of providing* towards the end of the first, the second or the 
third step (pAda), if another 1 ® pAda equal in measure with the third pAda is 
added after that 11 it is (called) Mkhdpada and is followed by mtlApaka etc." 
(125 c-126) 


'llari it another name for Vispu, the existence aspect of the Hindu trinity. 

* Muii it. the beginning, the middle and the end. 

•Brahma at the presiding deity of thIs mentioned before Oiyatil as the deity 
in (he test. 

'Gandharro ganetah is interpreted by *S* as "Gandhorva is the deity and Gcntia is the 
presiding deity of the ganas" But the text does not seem to warrant such an interpreta¬ 
tion. The word 'gantia, os it it, should be interpreted es gonAn&m (lab i.e. the presiding 
diety of gapa-t which qualifies gondhorra. It it true that the deity os distinct from tbo 
pretiding deity of ga$a*s is not indicated in this case, but the same Is the cose with 
suIrkhA. 

•Ibat is, the iawi/erM i. 

M hat is, the thandairatf-s. 

'l it. the apparent e/<i*r 

'Adi i.e. ‘etc.* refers to mAtr&*s according to *K\ 

*Yadantatoh kftam of the text is interpreted by *K* at referring to kAmosaic tara^a* 
traya of 124 l>i r. in the kimages provided in the end in respect of chandatratf #/J*r. 

'•Anyatva, 'otherness*, according to *K* consists in the increase or decrease of ga*a-S, 

11 1 hat is, after the ihiid step {pAda) is sung. In other words, the extra pAda is to be 
added at the end of Hie 3rd pAda before singing the mtlApaka. 

w Rlc. refers to dhruva and Abhaga, 
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(3)*rr£t<pTi,*;inTO 

snsfumn § Htit nrcy.st THfanfam i 
n^wniTfrl^njwi *ihft fhir^r *im n ^ ^v»n 

vfororoftwsf sirrafam it 

nfnrr: wbwww: gwwiit^cn 
srsrEft nra^MI nrnjtfta: nnraga: i 
Hsmlnt ^ tfratuit inn: «jsst u^oii 
qr nort nr i 

(2) LAfl and other aids: 

Ldfi has alliteration in the end (portions) and is saturated with many 
rasas, Gaud! which is devoid or gamaka-s (shakes) and alliteration is 
believed to have one rasa only. Andhrlkd is forceful with various prayoga-s* 
elements of rdga-s,* rasas (sentiments) and hhAva-s (mental states of being). 
Drdvidi ia saturated with many rasas and hhdva-s and is devoid of allitera¬ 
tion. (127-128) 

If the fourth step (pAda, composed) with the respective characteristic 
features of these* elA-s is enjoined to them, they ore called chanda svaii-s by 
the ancients. (129) 

Wherein, 4 the first two steps (pdda-s) are devoid of alliteration, the third 
(step) pAda is composed in alliteration and each of them* has four yaii-s* 
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*'S* interprets prayoga ss gamoko (shake). 

•KAgMia implies specific pieces of melodic patterns. The word aH<a is used in two 
different contexts by the author vi*. as a factor characterising ihc fAtis i.e. in the sense 
of the fundamental notefcf S.R. I, 7.3224>and in the context of fUhAtas where rAgAMa 
implies a particular formation of tones as imported from one ,Aga into another 
(usually from a parent rAga or vice versa) for creating a delightful effect <cf. K. on S.R , 
m, 133). One wonders in what particular tense the word has actually been used by the 
author, in this context. 

•The fourth step (pAda) added on to the three steps (pAda j) in the case of these elA t 
b to be to composed as to bear the characteristic features of that particular tlA to which 
it b added. Thus, as pointed out by *R* the chandasrati-t of these four tlA i beginning 
with tt/f have to be different from those of iurn&[aka tlA $ spoken of in the vetse 124 
above, 

•That is, the elA being defined as vathrctA. 

•rhree or four steps (pAdas) as the cate may be. 

*Yatl has been defined by *K* as vicchtda *a split or pause*. 
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(pauses) and the rest (of the features) are like (those of) varna-ela. that is 
illustrated ns vasiu-elii. (130-131 b) 

( 3 ) qflTFTHOTI 
jftwfaifcirat 5RUPW II« V H 
aitwrwr q rufi«rf *r wWitH » 

(3) The total number of the varieties of eli: 

Thus, three hundred and fifty-si*' elds in all have been mentioned. The 
sanktnva (mixed) elds. however, being infinite in number, have not been 
enumerated by the devotee of Lord Siva.* (131 c-132 b) 

(ii) tfrwrtfnr: 

3TB?«n tT* ftrntf n ? 3 rii 

nanfof qqrer’ *r fcnri fiwxrfinuj i 
{tmv OnWOlfM^Si WR •n'^l^ 11 ? ^11 

(ii) The Karana-prabondhas: (132C-144) 

Karanam is eightfold vir.. srarakaranam, p«fa-karanam, bandha-karanam, 
pada-karatmm, term karanam. biruda-karanam. cUra-karanam and ml.ira- 
karanam. These are now being defined.* (132 c-133) 

Of) mTWT 

tnnrtratf s$: yrt i 

aroftirera six yo m t vm 

quaU l f sh *nx: CTWWWrnt W»: I 

Witref ?^pi ? ^XH 

xsstds i 

‘The number 356 is arrived a* under: - 
(»> iuddhd-etds 4 

(ii) Vtktlo ela-s 108 

(Hi) Matrd-elas 20 

(iv) Varaa-ftaS 24 

(v) Varna-mdtrd-eld • * ® 2 

(vi) ftfUikkhya tlA s _ 10 

Tola* number of elds _„ 

All these 178 eld s become chamhsvolf elds doubling the number »78x2*=356. 
'Harapriya is an npilhet of the author. 

•Ut. f the text may be icndercd ns “Their characteristic features are now described. 
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(a) Svard’karatfam: 

Wherein the udgnVia and dhruva are composed with close-knit svara-s 
(solfa-syllables) and the Abhoga with pad* i-.t 1 mentioning the names of the 
singer 1 and the hero,* the commencement 1 is made by a discretionary 
note, 6 the ending* with the fundamental note (a fits a) and the tala (is) r&sa 
(with) fast tempo; that (indeed) is svara-karanam. < 134-135 c) 

The other (karano-.v) may likewise be construed; 7 however, the difference* 
in regard to their position* of svara will be described by us. (135 cl-136 b) 


(«) qreqiT’qR 


rxr: mjwnsr§ ftt?! tjqq 

SWUqniudlfal (TT fg«U qf^vH^rl^ I 


(b) Pdfa-karanam 9 is definitely (produced) by srara-s accompanied by 
hasta-p&ta-s . ,0 It is known to be twofold viz. by regular order and by 
reverse order. 11 (136 c-137 b) 


(T) 

*«nr n?^vsii 


’The word pad** is used in the technical sense of on u*xa (infcitud |un() of the 
prahnndhu ns defined vide «1 12-19 ante. 

■Cdlf, lit, Sinser*, is inieipreled by ‘S’ ns vdyyrvakdra, since by and lm Re the singer 
It also the composer in Indian classiia! music. Ilui, since die autliot has not himself 
used this term specifically, it has nol been rendetrd a*‘master compose!*. 

•The hero of a song is meant. 

*Graha lit means *thc initial note* but *K* *n>* ihni in ibis context it has to be taken 
as lbe commencement of the song. 

‘Iffasvara lit. the note of choice. 

*Nydsa lit. means the final noie. but *K* says that in this context it means the last 
note of the song. 

1 Sphu(am Jit. ‘clear,* the implication being that they could be construed on the 
pattern of svara-karanam, 

'Svarasthdna in this contexi, implies the placing of the oAga (integral pari) .wara t.e. 
the solfa-syllables differently in the different varieties of ibis probandha. In ihe .warn- 
karanam, the svaras i-e. Ihe solfa-syllables are to be sung in udprdha ami dhruva , but in 
the other following varieties which me othciwise lo be similarly constituted, they are 
£ lo be sung differently as explicitly described by the author in each case e g., with kasro- 
pdfn-x in pdfa-karanam, with nutraja-patas in bandba-kmu»am and so on. K*s ititcr- 
pretndon throughout is based on the assumption that specific instructions arc provided 
•by the author with regard to udgrdha and dhruva. 

•‘K* interprets the whole verse on even Ihe idea involved in it by saying that, 
M udgraha is sung by .warns while dArwr>a is sung by ha.Ua-pdtas in a regular order; and 
in reverse order, the udgrAha is sung with hasta pdf as and dhruva with svaras." 

"Hasta-pdfas are the sound syllables arising out of such instruments ns pafa/ta 
(belonging to the class of drums avanaddhar&dyas) in Ihe paiterns such os ntigabandha 
and others dealt with in chapter VI. 

^Sec note 9 above. 
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(c) Bandha-karanam is considered to be that which is (composed) with 
svara-s accompanied by muraja-pata-S.' (137 c d) 

(tr) 

(d) Pada-karanam is that which is composed with svara-s, as also with 
pada-s ? (138 a b) 

(?) 

q?T WT ^ II 

(e) Biruda-karattain is that which is composed with notes and birudas .* 
038 cd) 

(w) 

?f?l ifcWT*! *RHT I 

(f) Tena-karamm is considered to be that which is (composed) with 
svara-s and tenaka-s. 1 (139 a b) 
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111119 


.jbb! 


■ 


Wmm®: 




9B 

(g) 

*WT«nCTfaraS 5T5ITOlf: ll| HU : 9 ||Bi 

qffufarwt7«n?fautf gdsw: i 

(g) Citrakaranam -That which is composed with notes accompanied by 
hastapdta-s (syllabic sounds of pafaha), mnraja pd(a-s (syllable sounds ^IgfnHmBijr 

*nHBb- 

Mji l: 

•Murala-pnta is identified by *S’ with mtdakga-pXIa i.e. the syllabic sounds emanating 
front mfiintipoin. It is intetpreted hy *K* as **in bandha-karano % udgrdha is by notes 
dhruva by murafapoln\". ■ 


•According to 'K's interpretation', "In pidn-karanom, the udgtAha is by 
(noics) ami rfbw hy iliep/w/u-i.** 

'Rfruthi lit menus n panegyric laudatory poem. Technically, bintda is an integral 
pail iatiya) of pntNtttifha (cf 12 c* 1 .t b ante), ‘K* interprets the text as, ‘In 
konwmt, ihe udy t aha is hy the svura s and dhrnva by the hiruda." 

4 7 V«n, which is (relink al y an integral part of prahandha consists of auspicloUl^^^^^^^ 
wonts. According lo 'K’s ‘interpretation, Tenakaranam is that in which the udgr&ha 
by notes am) the dhmut is by trnaka-s” 
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mpdanga) and pada-s, is named by the devotee of s^iva' 

(139 c-MO b) 

fa) fipsWWf 

Wj CTT: <TT*: U?Vol) 

(h) Mi&ra-karonam is that which is composed with 
tenaka-s* (MO c d) 

(u) x*r 

euRmbt i 

ujjOlii ftgi tu(*f mhi ijpihii! iifv^ii 

(i) Three sub-varieties 

tfiSbw" e0f !? WC '* ‘ h " efold Vi7 nwdfialiramhha, Xnandavardltana and 
klrtilaharl according to differences in singing,* ( 141 ) 

(t)»rjpnT«r: 

ijmtiWI «jp^n)wr JR i 

»rjpnw>m*m titv^u 

(OVa^HhwjM.-,f the udgrdha is sung twice and then ,//,rum and 

Z&SmmT bir *- ■***■ —• — * *•— 

ft) aroPHttai 

tftw m: \ 

111*311 


as citra-karanam * 


notes, pdf as 9 and 


‘That is, the author viz $ArAgadeva. 

'According lo KV Interpretation. Clirokaranam is that in which the ud„ih i. 

^r,rr°7, 8nd tv?* nnd <,h,,,,a wi,h "*■"*•**■* «-*•» 

S. ' 'V Beneral ' e,m ,l « nlf > in « «ho syllabic sounds of instruments 
According t„ lhe interpretation of 'K', In mUta-karay, the mlgtiha is composed of 

t *Ginabh, d pi, "' , . 6T " > ' he Unaka a - and «he dhrnva is also similarly constituted 
Ginabhtdotoh IS interpreted by -S’ as ginaprakirabhedai i.e. due to the d.lTereno. i„ 

trssissr..«.«— ^-.1. 2rr. 
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(7) Anandavordhana —In Artandavardhana , udprAha and dhruva are (suns) 
as in the previous 1 one followed by the second half of the latter/ and then 
are (sung) Ahhopa, dhruva nnd udprAha once. (143) 

(3) 

*nnii «(**?( sftfewi hst n ?mtn 

(3) Kin i foliar I —The other details remaining the same,’ if the second 
half of udgrSha is sung in place of half* of dhrura then it is known as 
klrtilahari. (144) 

(iii) 

(*) *rar»m 

fjpfWtyn^yiWgerxi* TOdii! i 

tmtmrrn * *r wrawrrefa ii ^K.n 
*r i 

sjw(ee ^5 ll?VV* 

so* t nfafc ***ig*ft i 

fSTTH^g W- II \Vvsll 

ywl mr **mit *?*t nm» 

(iii) Dhfhkhprobandha: (145-152 b) 

(a) The characteristic features. 

Wherein/ having sung the first half of the udprAha twice, and then the 
second half of it once, the melapaka composed with prayopa {pamakas) is 
(sung) optionally, both* of them being cither without any idta or in the 

Thai is, the nut*8'if<intmhha i.e. twice udgrAha and once dhruva. 

That is, dhrura. 

•| hat is, the >nme ns in case of ibe previous one viz. anandavardhana. 

Ml is no I clearly or explicitly slated in the test as to what particular hair (the first or 
ihe second) is meant, hut from the contest it seems that the second half may be 
implied. 

•That is, the prohandha which is being defined viz. Dhthkl. 

•'Both* lefcis to udRnlha nnd mtUpaka % the latter In case It U sung. 
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i *° W Menkika <>' kankUa Ma-, and wherein dhrura and Mhoga are in a 
| different tempo .„d M/a.* dhr u , a being i„ P nrt. of widK? nm 

i wl.en^i # .«'! B / W th r ,UBl,0 r na .' con * en|4 whi,e ,he third one is high/ and 
I JJV* 19 (9UnR) ,w ' c * followed by thhoga once, the (whole’) being re- 

mP ,lbrU ' a ' " H COnsidered '<> Jdheutk*. 


| sgqfg%ni * nsfnpft n jy qt( 

| gptnft 7 met i 

t <pf ffHlfr * WrT || { Y£|, 

^ fiwi fsrnhntn nfem nPmrrt nm i 

| tnfiw>T V«I7* ihhumrffinfafir tl ^ Xoit 

I swiPr irarttawr ««n i 

. 5 n ? x ? n 

l twro^jnWwm 7 firtm frrfcrm s*rn?r i 

I 

}(b) Varieties of Dherikf: 

fl)herikika is fourfold viz. mukhirall, rfUabandhini, j ugmhil and 17 Hunt Ah} 

Jione meire two metres and many metres - The three (of these) rr//«. 
gtttdhn and others are threefold each vir. varnik*. ganikii and nuuriku 
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L! rh * ' ,ow ^ mpo '* Implied. Two alternatives me provid'd here viz «i) they are , uno 
KSi/ 11 *"' <“> ,hey ■* * «»"•« »> die slow Mr*HU or in the 

Unm h ? ,, °" B ';'’ rWn «« *«*.-. r«- hot m...ally,l„ w „„t rernpo ,p* fd 

Ml not aileqtialely represent (he sonrept as it will he fully esplainerl in (h»pi r , v In 

me"a7ne!i* imP ""’ "" y 0 " ,t, b ’" "" ' luW U ‘ el,h " 

)■ Ty in ’f ,ica *' on •* ,hal on r "»fa other than dhrtkiki and ka*kila can be used 

^ &n»«ttdri«rf-l,i ‘of equal (tolra) dh*, u ' which is interpreted by S’ ns 

^of the same value or measure in terms of tonal element. * * 

| That is, higher with reference to the first two parts, ns interpreted hv 
,-^Tnaf refers to dhrura. ‘ ‘ 

^fThe whole prabandha os defined above, 
ft!* ^ POf* of dhruva according to *K*. 

E \kika is the same as dhrikf. 

!i,HSSS. h S ST*... . 



258 


The Prabandh 


(composed as they are) by metres formed by ronyo-.r' (syllables), ft a 
(groups) and imt/rd-.? (measurei).* Again all these ten are threefold vl8l| 
samatankarnnA. vlfamtiankrfi and citrdlaAkfli which are characterised b“ : 
sama;' vlfttma* and mlfra* alaiikara-s (figures of speech). (M8 c-152 b) 

(iv) stitaro: 

otTtv*T«tdA tra^tn nor fluRsti 

Tnrora?tnnti: snit i 

rjsniWt ropiibft 13 % mnv 

jwb otto* \ 

tfam tm wm urx*» 

(iv) I'artanl prahandha: (152 c-154) 

The character of variant is not of the svara-karatutnt 7 hut here" the l 
ii other than rAsnka, tempo (bya) is known to be slow. udgrAha is (sunj 
twice and dhruva and ahhoga once, while the ending* is done in dh 
However, if variant is set in kankala , pratitAfo. Icu(/mM< 5 or druta*mani 
tAfo- .t, it is then known as tivartani. (152 c-154) 


’Hie metres lh.0 are formed on ihe basis of the number of syllables (rarna-j)ofo ; 
called. 

•Hu metres based on groups (gano-s) are so called. 

•The incites based on ihe number of units (mdtrA s) ate so called. 

•-•'K* soys, "By u/uiWUlrn, we should undeislond figures of speech known os 
anuprdsa and vamnka el • »ihe lafutAtaftkAra s**\ he also indicates the connection of 
words jnrori. rfprm#i and milra with even and odd numbers, but hr docs not elab 
Ihe relationship of ih-sc nnnibirs wiih any constituent of the test of ihe song. ‘S', i 
Ihe olher hand, consideis ihe figures of speech based on meaning, aiftuilonkdra t , 
as simile t npantA\ and •« on as sama. the olatikAra x associated wiih odd numbers (p 
bably (he iaM&UM6*a j)a% vifama and (heir mixture as miita, Hits seems 10 be 
enigmatic bec ause such a class fn at ion of utakkAra-s is unheard of in ihe (realises 
poetics. *KV indication could pcihaps be construed ns being related to ihe even or I 
number of the steps </ rf'/or) of the song in which the ptdta , anupra*a etc. occur. *!•$ 

'Svarakaratutm is one of the eight karona-prabattdha s spoken of vide verses 134*11 
ante. Ihe aiiihor snys ihnt the general characteristic features of variant arc (lie 
as Ihose of Mannar ana prnbandha with certain difTercnces whch lie is pointing* 
now. 

•That is. in vat rant, the differentiating features nre being pointed out. 

*Mokja lit. ‘release’ refers to (the finale of the song) or the final note. 
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(v) ntaroremr: 
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fa^qWrorft Tran i 

mm Htari Prom u tx»u 

pf*) Jhomba<fa-prabandha-s: (155-168) 

|(») The characteristic features: 

tri "Tr 

M °'° —.. -•« 

ZT* ******* 

lome* also include manfha tdta but it j. ‘UMiM/a’ and ekatdU. 

d()56 c-158) * ° U ‘ “ “ not observ «J ,n actual practice.’ 

ft t 

§(*) rrtfWT^TT- 

mwi>um3ix%rn xMt %f^> **. , ltui| 

rmsmrTtTW) *m: t 

ft*** II ? „„ 
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«t tf*# *f*»%w* I 
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?PT|fl^ 7«?TXnT: iftsflfSH!» 

V\| ^5T: STFtt tf^Ofarf: »t V»»» 

«r«nn: <wjit qwwon ?% ^ fqqx i 
«*ww sfa H«Jrm rqrrnRram^ro: »•*%*» 


(b) Varieties of Jhnmbaija 
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Mtd) will! imny ,«».»»«•> »"<> •'<" '«* «««*» <. ^ »"««.«■» 
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- a «» 

srrJB 


srr«r^ yirS5S?Hb.K..«... *» or *». 

'SX'‘w < » com.de. etl to be of fo«, tyres .ecording to the n.sociattoo 
the hiel. range with «./*»<!*». >lhti»a. mtlipako and ahhoga respectively. 

•m, is the fivefold /A ,.,W, a, described in the forego.ng portron. 

JliissssBsa 

M„-3 It... Since each of these is fivefold, .here »K nme.y Jhomhafr m all. 


(eighteen) are obviously clear* Each one of them is fivefold viz. prayogika, 
krama. kramavilAsaka , citra and vicifraitla composed respectively of four, 
five, six, seven and eight 1 gana-s • (159162) 

Others like mAffka % iripati, soma, rucira and xarigata arc not dealt with 
by us as they are not current in practice. ( 163 ) 

Governed by the mode of being employed, each one of these- has thir¬ 
teen varieties. (Th tjkombarfa composed) with simile, metaphor and pun’ is 
(called) hrahmd t with the sentiment of heroism as combined with grace* 
(it is called) with heroism 6 cakre$vara t with disgust 8 candikesvara, 

with marvel 7 rtarsimha , with terror" bhairava , with mirth® coupled with 
conjugal love hamsa , with heroism in combination with terror 10 >imha t with 
conjugal love in separation 11 s/lranga, with pathos coupled with conjugal 
love 14 iekhara , with conjugal love 1 * it is known os pttipasara % with wrath 14 
pracanda, and with tranquility 1 " it is declared by the wise to be nandtsaS* 
<164-167) 

These are three-fold-composed in prose, in verse and in both prose and 
poetry. Thus, the jhomhttfa variations are enumerated to be three 
thousand five hundred and ten . 19 (168) 


*As per the text, it would read—''from four to eight gano x reapedivcly’\ 

'Fhaf is, the ninety varieties mentioned above (in note 10 ). 

*Upama % rUpako and //e/o of the text. These are defined in many works on poetics, 
accordingly, "w/wml signifies an identical quntify in 
beautiful like (lie moon; tupaku signifies the ideniiiy of 
comparison, c g , the face is itself the moon; and itffo 
word bears more than one mcaninj* e.|?., rii/rf whiih stands 
Sanskrit/* 

interpreted by *K* as referring In ihe sentiment of 
tambhoga (fAgdra (erotic enjoyment of conjugal love) since riMm (graceful movements 
of maidens), he argues, is an anubhtra (a response) of <r*ggta t conjugal love). Moreover 
Knr. the sentiment of heroism, is separately mentioned by the author in the next 
j» breath. 

*Vlra of the text, 

% Bibhatm of the text. 

'Adbhuta of the text. 

% Bhay&naka of the text, 

% H&sya of the text. 

** Vi ra»bhnyd ft aka of Ihe text. 
u VipraLtmbha of the text. 
l% Koru^1rAgAm of the text, 
t9 SfigAra of the text. 

1 u Raudra of Ihe text. 

text. 

we have 90 x 13«» 1170 varieties of fhonthaJa- r. 

,f We hove already arrived at Ihe no. 1170 above tin note 16). All of these are three* 
so 1170x3*^1510 The expression “vlyaerandraitirtignayab" of the text is explained 
*K* at follows: 

kV/nf-O. mndra^i, lara—5 and agnt *-3 all to be wiitten fiom right to the left. 
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fj: fswdtavm \ 

ok *yt> w* gfcrr: w ww. ntu« 

HrftsfiKgvft w y y v *pnffVRpH*m: i 

tJ*TOtffW5T ?TUT^TH «?'*©« 

(vi) fjimbha-prabandha-s: (169-175 b) 

(a) The characteristic features: 

Wherein i tdgrdha is (sung) twice or once, either as one piece or in tu 
parts, dhruva (is sung) twice followed optionally by Abhoga' and the endii 
is in dhruva, it is itunbhaka, 7J 

Others have, liowcvcr, said that in this* as well as in jhomhaifa a pit 
similar 1 to udgrdha may Ik sung after dhruva* followed by dhruva # Abhc 
and dhruva? (169*170) 


ijrot to fr sfrorogrofr i 

TOtscromtm ftmnrrg h n 


tot: i 

(b) Varieties of lambha: 

. t When udgrdha is devoid of tAla, it becomes dlApalambhaka\ when dhruva 
Is substituted by an udgrdha of a different tonal element, 1 it is pratambha; 
where a piece* is added to lambha, it is said to be bhdgatamhha, Where 
dhruva is sung three, four or five limes with different 1 udgraha-s, it is called 
tambhapada\ with difference in dhruva it is aturhwtbha .* with difference in 
both/ however, it is upafambhaku; and these* three arc devoid of dbhoga. 
Vllambba is said to be that in which there are many 7 udgrdha-s unaccom¬ 
panied by dhruva and dbhaga . These 8 ore considered to he set in the til fas 
of the sdlaga-silda* (prabandha-s). (171-175 b) 


(«) *T«TTOT: 

V W I 4 I H I 

KK Knit 5 5«ltr I 


'•S' interpret* llie le*l In a slightly different way. The portion dhruva drlrvibhata f 
rendered hy him ns, "dhruva is (sung) once or twice and so also the thhoga. 

• That is, in firmWw. 

*Hhdga is interpreted by *S* at prahattdAvayava he., an integral part of the Prt 

♦•It* interprets tamtiblta (lit. simitar) of the text at—*of the tame tonal value*. 

• Vhe text tins been translated according to the interpretation of *S*. According to * 

It would read as follows: **!n this as well as jhombaja, the second part of dhruva * k * 
be similar to udgrdha in tonal value.** 

•Since, according to *K\ no additional piece is to be sung after dhruva, but only 
tonal value of the second part of it is to be made equal to udgraha when it it follot 
by dhruva, Abhoga and dhruva, in effect dhruva is sung twice, at per his interprctatfc 
which is followed by Abhoga once and then dhruva once before the tong is ended In 1 
first part of dhruva. It seems, 'S* had a different text, because he says that the • 
tional piece sung after dhruva is to be followed by dhruva and Abhoga and optionally^ 
dhruva. This option is not provided for in the printed text of the Adyar edition. 


% Anyadhdtuka is Interpreted by *S* as vtsadfta-geya i.e. of dissimilar tonation or 
tonal composition. *K* explains as follows: #, In tambhaka . when in the place of dhruva 
Le, after udgr&ha, if another udgrdha of the same verbal but a different tonal composi¬ 
tion is sung, then that variation is catted pratambha ** This has quite a few interesting 
implications. First of all, it becomes clear that another udgraha is to be sung in place 
of dhruva . and that dhruva is obviously not to he sung. This is an example of a ptaban- 
dha where even dhruva can be omitted, which is not permitted as a gcnctal rule (see 
yerse 12 ante). However, this does not mean that we are confronted with a prabandha 
hnvlng only one section Ulh&tu) for while describing iamhhapada, unu tamhha and 
upatambha varieties of tamhha, It is said that these me devoid of Abhoga (172-173) 
■Which implies that the other varieties of tamhha are not probably devoid of Abhoga in 
•pileof the fact that dUhoga is not mentioned about them, since a full description 
,of the structure of the song is not provided by the author. So instead of having the 
usual two dhdtus (sections) udgrdha ond dhruva, we here have udgrdha (two) and 
Abhoga. 

•TC* interprets as follows: **Wherein, as compared to oilier tamhha compositions, 
having sung the first part of udgrAha in equal tone*content, if in its second part, the 
Second part of dhruva is sung, it is called bhdga-tamhha, as significant by its name.** 
•That is, when one and the same dhruva is sung every time with a different udgrdha. 

* I hat is, when one and the same udgrdha is sung every time with a different udgrdha, 
•That it, when every time a different udgraha is sung with a different dhruva, 

•That is, Iamhhapada, anutambha and up at a mb ha. *K* ov serves that from this provi¬ 
sion, it is obvious that dbhoga is to he sung in case of other variations of tamhha. 
f, K* Infers that the many udgrdha-* indicate a difference in the veibal composition. 
•These eight lambhaka * described above. 

•flisse will be described in their appropriate context. 
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(vii) TRWW'W 


(sp) 

q> *d«re*ra wr n*wftwtflra*n Ht»xu 

THWR 4EftS«j I 

(vii) Riisaka-prabaadhas: (175C-179) 

(a) The Characteristic features: 

Rasaka is characterised by the features of jhombadc .except.that it >: 
deviod of gomofco-formations and is sung in rasaka tala (175 c-176 b). 

(tl) Trcrtrfai: 

ipftfrjfa* fiWI 51^: » 

fqTgTOXfrat Tfe’CffV: I 

Ut' 9 ' 9 ** 

n fiaq rntfin ft*W » 

ftv!) tt^vs5.lt 

(b) Varieties of rasaka: 

According to some, it is threefold viz. (composed) with Ratio s (group), 
varna-s (syllables) and miUrii-s (units). Of these* from eha-gana etc. 8 are 
derived rasavataya, hathsalilaka, ratirangaka and madanfivaMra, the fourth 
one Those composed of oarna-s (syllables) are said to be twenty-five, begin¬ 
ning with six syllables to a step ipfida) and progresstvely increasing tt 
thirty.* while the milirikils' arc said to be fifty-three arising (progresstvely) 

•That is. or these th.ee types in the case of the first one vir. composed of 
•That is. from cho m«i‘> is derived risaralaya as slated m the text and by "*^ r *“2| 
It may be construed that fiiwnpu-goBo i« derived hrrihsatttaka. from c«.*.i?a is derived 
ratira*K« and f.orn Ui gtuja it derived matlaniraMra. It Is notable that all the gayt* 

■rsfTitinned here are m&lfka gana-s < 

•rhatis. in the first case there are six syllables to a step, and next one has seven, 

nnd the next eilthl and so on. op to thirty syllables per slep. . 

•mdlrrtfl-j are those that are derived from lire mrUrd-i. Here too. if m the first 
ir foot <>f a verce has eight m^rd-r. the next one has nme. and the following one htt 
ten and 10 on (ill 





from eight mfl/rfl-j to sixty mdird-s to a step {pdda)> Because these are out 
of vogue, we have not paid much attention to them. (176 c-179) 

It is notable that S&rfigadeva keeps in view the Iak\va, the prevalent 
practice of his time, in devoting his attention and space. He is not a mere 
compiler of available data; he is a very skilful editor too. Nevertheless, he 
preserves the sophistication of a modern musicologist in presenting a 
historical perspective by mentioning, however briefly, the obsolete forms as 
well. This speaks volumes for his ability of combining brevity of expression 
with the perspective, details and the lucidity of presentation. 

(yiii) 

ffffTPfrftiprit <m: i 

item nmft inr ht n?«;oii 

n sfa ii 

, (vm) EkatalUprabandha: (180-181 b) 

Wherein udgrtiha and dhruva are sung twice followed by dbhoga and 
dhruva once and then the ending/ it is ekotdli composed in ekatdla* 
According to some* the udgrdha in this (song) is to be sung in flhlpa only . 5 
(180-181 b) 

anfasr*?OT: 

(l) t*»bpRr: 

fa wNmfo yfr t wrteamt me pi 
tntriHxaRiKim xfauf nfej i 


l Nyim (the completion of the tong) it not indicated explicitly in the lext. says, 
# ‘tinee dhruva it near at hand, it hat to be done with dhruva ** probably that it to in 
most of the cotet, but'S* placet it in udgrfiha cxpicitly ruling out Abhaga and dhruva. 
•Name of fita . 

•The implication it that verbal text it not used, However, at *K* infers it also 
Implies that according to the first opinion verbal text it necessary in udgrdha. 
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(i) Vanfa-prabaruUw: (181 c-182 b) 

Varna is composed in the Kama fa language with birudas (panegyrics) J|||j||| 
set to varaa uUa. It is declared by the experts to be threefold according to 
the three variations of its lilla. 1 (181 c-182 b) 

(«i) towwtos 

tll£: *lf8WW*fW( 0 

tfftf H I 

(ii) Varnti-svaraprabtindha: (182 c-t83) 


a lisp 

j pa&g 

i§ii§' 

in any order at will, is called varna-svara. It is lourioia according to ws 
distinction of the svara 2 etc. being the first (part) of the composition,* 

(182 c-183) 

Having characterised the siiJa-prabandlui-x. now Hie author proceeds Ip 
describe the chaiacleristic features of the prahandbas that arc known as 
fiti-krama prabandha it. lie commences with varna. 



(iii) *rasr*r*r: 

nri fa»rol* i 

Hfarf * n t »» 

smi fa* * * jpw rn*3«rcf: i 


'Varna-ldia with iu there variations will he described in Chapter V. 
•The foni u*h»<» t (intepcrnl parts) svara, pifa* po*fo and ietta. NvHxa 
does not mean the ending, but the placement of different aAga s> 

• I hat is, the (list varieties would be composed with svarn in the 
second with paf<* m die beginning, the third with path in the beginning 
with tunaka in the beginning, there being no ride fixing the position 
three in each case. 



afll 

jiWBt 

.wH 
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(i»i) Gadyaprabandha: (184*198) 

Co^oit. prose) I, said ,° boa non-metrical composition of words.* 
It is sixfold viz. utkatikd, cdrtpt, talila, vfitagandhi, klumhi and cilra. 
They have originated from the Sdmavtda. (184-185 b) 

(V) W85I; 

(?) 3?*pfsm 

* nww ftwffiwn Vtm w ifi | i>4 8l It ? gun 

*ihfarcHfrtfaTi «|fsnnT*url firon i 

(a) Variations of gadya: (185 c -|92 b) 

Jl? k T- J ° h f L "7. 8 *" * he con,ex ‘ °f heroism, utkalikil is red (in 

,S ^ r /!o. y S,Vft BeM,,,ir,ed h y Kaadl rut. it is composed 
•n Arab ha fi vpal. (185 c-186 b) * 

(R) 

^ unm? *(0***^ ii^h 

'iTHfiffmqnt omral ttfamifaar? i 

* > 

(2) Cnma—To be sung in (the context of) the sentiment (rasa) of 
tranquillity, ttirna is of yellow (colour), has Brahmd for its presiding deity 
is couched in vaidarhhl rlti and depends on sAtirati vftti. (|8(, c-187 b) 

0)*ffarP{ 

fiRT »l?*;t5H 

nftm vfswf «ffrf tffamfaarr i 

(3) Lo/f/o—Sparkling white, with cupid for its presiding deity, lalita 
n saturated in the sentiment of conjugal love and is composed* in kaliikl 
>rtll and pShcali rUl. (187 c-188 b) 


1 Fada-kadambakam lit, a cluster of words. 
•Rudra is a name of Siva. 

'Airliam lit. ‘depends upon*. 
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(v) sffanfo 1 ' 

qrPiffa Tft «ftd 3 gfa#3ff*(»<«;«!»» i 

qnwmnfttft wrrfqi T3*nnfafafa?ra \ 

(4) f'riiapandhi is (employed) in the sentiment of tranquillity, is yellow, 
has muni (snge) Tor its presiding deity and is set in pdiicAli riti and bhirall 
(vflf/) composed with n mixture of verse portion.' (188 c-189 b) 

(503*^ 

303 »T»fcira3?*# fliwft ^ftcTOlfaiq u 

(5) Khamja has Ganete as the presiding deity, is composed in SMtvatl 
vftil, is white and arises with the beauty of valdarbhi (rill) oriented in (the 
sentiment of) mirth. (189 c-190) 

fall faop&ftW^faofliJ II?5.«*l 
ftffVttf rfari tffan HRI'flfafafaitMT I 

(6) Cllra is (employed) in (the sentiment of) conjugal love, has Vl?nu 
for it* deity, arises from the variegated* kal.iiki vrtfi , is composed in 
valdarbhi rlti, picturesque by (the touch of) different ritl-s. (190 c-191 b) 

(vs, c) %oft, f«ws«r 

toft fa^fafa «rc*| n K t n 

toft fit: fcTT fa«( ^333’Tmfalfa: I 

(7, 8) Two other varieties viz. veni and mlira are said to be theta. 1 
Vent is produced by all (the above six) and misra by cilrnaka and vfffo* 
gandhl. (191 c-192 b) 


‘As a general mle gadya prabandha h primarily a non-metrical composition. 

* K* elucidalcs that intliis case kniiiki h variegated by the intermingling of other 
if/fi-.T such as bhdru/9 etc. 

14 S* opines that the author is presenting another view according to which these two 
other varieties ate also recognised. 


( 3 ) 

ftrofcrm *«an ymm im <rn *i n 
umj ft awrfimfaRn i 
gfa«TCR*r hg tftsm«WW :ffftgfrfa: HU^ll 

3^fatg3T8t: Htt<l5IM4 I 
<j«PHrt ftwff afoain sr u * om 
twftii *rftmrcr%*T wPitiviwii fan: i 

(b) The six speeds (gatis) of gadya: (192 c-195 b) 

Six speeds pertaining to gadya (prabandha ) have been spoken of by the 
ancient seers viz. fast, slow, middle, fast-middle, and then fast-slow and 
middle-slow, the sixth. 1 (192 c-193) 

The first three (of these) are (achieveJ) respectively by many laghus ^ 
a few laghus and equitable laghus. 7 When laghus and guru s arc arranged 
separately, (the result is) the same. 9 The other three 1 (respectively) are 
(achieved) by the mixture of laghus and gurus* Thus, each one of them 6 

•The six speeds (gatis) pertain respectively to the six varieties of gtulya i.e., fast 
(druta) for utkafiks, slow (vifamhita) for cOnut, middle imadhyn) for faff fa nnd so on as 
pointed out by ’S*, and as it can be inferred fiom the numbering of the last one. 

• Thai is by compressing miny faffin g (the unit measures) tUufo (fast) speed is 
gained which is employed in tttkafikS; by spieading tlie time units to a few faghus slow 
tempo it gained which is applicable to eOroa. and by balancing the division of time 
equitably i.e. neither too slow nor too fast, we gel die middle speed which is employed 
in falita. *K* significantly remaikn that die incidence of guru in these should he under¬ 
stood in relation to that of faghu, i.e. the fast tempo is gained by many faghus and 
fax* gurus. thi slow tempo is achieved through few faghus nnd many guru s nnd middle 
tempo is obtained with equal number of faghus and 

•The other three speeds viz. fast middle, fast-slow and middle slow. 

•The purport is that while the first three speeds viz, fast, slow and middle can be 
obtained both ways i.e by arrar ging the faghus and gurus separately as also by 
arranging them together, the last three viz. fast-middle, fast-slow, and middle-slow can 
. only be achieved by the mixture of faghus nnd gurus, Tad rat of the text informs that 
even while one wishes to obtain the first ihtce speeds by arranging the laghus and 
gurus separately, one has to do so by observing their ratio, as indicated earlier. 

•The two commentators differ in their interpretation of verse 194 e d. According to 
*K\ the purport is that, “In the first half, having employed all the laghus , if in the 
second half faghus and gurus are used equitably mixed as before, it becomes dmta- 
madhya i.e. fast-middle speed. But if having employed all faghus In the first half, only 
gurus are used in the second it becomes drutasliambifa i.e. middle-stow speed. 
Similarly, having in the first half used guru s and faghus equitably, if in the other half 
only are used, it becomes madhya vifamhita i.e. middle slow speed." According 
to ‘S’ ", prthaksfhitair-faghuhhinritagatHthi, by gurus standing separately it is khanfa, 
and by the mixed ones it is Cifra." Obviously he does not elaborate. 

•fhat is, each one of the six varieties beginning with u/katika. 
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being sixfold on account of variation in speed, there are thirty-six varieties ) -||| 
of gadya (prahandha). (194-195 b) i§ 

(n) n^nrsnnqf mqrnmsroifa '% 

a^wwnwwff * »u*h J| 

. _._ M 

qq^^«m*>*qss**<pw5rra:iiHSa | 

fg n fa i ntafc ns jraWtsfq PurtwiH: t i | 

swims siitewn |! 

fi w ft q fr T *n%s yrem fs gT fts pm i ,1 

iffcXT fswfwRT1?)S «IW> Stf «fs<smt II \€.*11 H 

Vgj 

(c) Common characteristic features of gadya-prabandha-s: (196 c*l98) , H 

% 

Wherein the udgrdha' is commenced with (the singning of) onkfira* and 
being devoid of Mfa, it is enriched by all the gamaka-x* (shakes) and | 
varna s 1 (patterns of tonal movement) interspersed by (solfa) notes at the -•? 

end of words not set to M/ri, followed by a couple of pada-s bearing the . 

name of the prahandha and set in lAia, each of which is sung twice, as also -u 

the proyoga * in the slow tempo; and wherein this is followed by singing in £ 

M/<j t the names of the singer* and the hero’ in slow tempo and then | 


*‘S* reads prahanJ/ukam instead of ptahaftdhddkam and inierpiets it as ihe udgr&ha* 
His interpretation has been followed in rendering the text into English. 'K nUo thinks 
that the portion without fd/a is to he token ns udgtdha, the two pada-s with td/a as 
dhrura and ptayogn etc. with fd/a os dbhaga. 

*Pranarn is another name for okkdra . 

*'K* ducidales that oil types of gamaka-s mb os tblpa etc. ore meant. 

•'1C* elucidates that the four rnr»*i s (pattern of tonal movement) vir sihdyi (steady) 
etc. are meant. His intciprclation hos been followed in lire translation, lint *S' inter- 
prets rarna in the sense of “syllables of the words of pada ipodAk^araih vuktam)". 

• Proyoga is defined by *S* ns gamakatandarbha i.e. a piece full of gamaka-s (shakes). 
‘K* points out that the me of indeclinable trpl in 117 b rendered as *bs well* in Ihe 
translation indicates that the prayoga loo is composed in the same fdta as the two 
pado % spoken of earlier, ami that Ihey too ore set in the slow tempo like it. 

•udfr* lit. singer, is also the composer as pointed out by *K* in this context. He 
says that this may he set in the same td/a as that of prayoga but in a different tempo, 
or in another td/a altogether. 

i y a rnya is interpreted by *S* as ndyaka or the hero. Lit. rarnya means the object of 
description. 
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repeated in the fast tempo, 1 ending with the tdlo associated with the slow 
tempo, 9 it is mid to be gadya . (195 c-198) 

(iv) tfsisssm: 

ms: wrat q styi qft vsii »nwf qjt i 
fnsvTSffrmr m£: n fats*) mi: u \ ecu 
BftfafaA: me: gsHro %m i 

5% exnnrms: i 

(iv) Kahdifa prabandha: (1 *>9-200 b) 

The* udgraha and dbruva in katvdda* are (constituted) by pAfa-s (instru¬ 
mental syllabic sounds), while the ending (rtyaxa) is (done) in udgrAha. h 
It is considered to be twofold according to the /d/o-.r" being meaningful 

'Avlfom'duvnUt 'mu slow*, imy in hide »h; middle tempo ns wJl, hut 'K* thinks 
Hint f.ist is suggested 'K* also opines that it is not clear what is indicated to ho return¬ 
ed, and Inn *5 li ^ con Judes that tli? entire prahandha is tn he repeated llnwcvri S* 
tlunks that the nones of fin *»ng-t and the h*rn or»|v are meant to he repealed. 

•*K* thinks that since the fd/a associated with the first two (which constitute dhru\a) 
was in slow tempo, the ending (third) has to he done in that same lata. 

•fhe text mentions iMrww first due to the exigency of metre, but as *K* points out, 
since (he song cannot commence without wig*6ha, it has to he mentioned first It 
has therefore been pul In due order, 

*'K* elucidates the significance of the name kahafa. He says, “since kohdda is 
dominated by kara^pdfa t (to be defined in chapter VI) it is named by a vernacular 
word that produces the tame impact in .spirit.'* 

* Or aha of the text is identified by 'S' anti ‘K* as the udgtaha since gtuha is that with 
which one commences. Bui in this context, if is not to be confused with the initial 
note. 

•*K‘ seems to inter put that each of the two varieties of AmW.i is further of two 
types —tuddha and mitra, yielding four in all. Hut *S* thinks that,"the meaningful sound 
syllables (/d/o*r) constitute the first variety and ihe meaningless sound syllables make 
for the second, and it is the latter (the second one) which is of two types i.e., composed 
purely of pd/a t {tuddha) and composed of pd/a-s noted with the six or integral 

parts) such ns svara etc." 

On Ihe other bond the purity (Jttddhafra) of pdfa s is understood by ’K* in quite 
different terms, llesnys, ' Purity of pd/a s consists in the sound syllables produced by 
Ihe mouth and the instruments, not being mixed together; if they get mixed, the pd/i-s 
become miira (mixed). The pd/i-s however arc the sound .syllables that represent the 
strokes on an instrument. Thus, what has been said by *K' as quoted obovc. seems 
lo he relevant in Ihe context of a performance where only the singet can sing the pdfa-s 

and the instrument may or may not produce them at ihe same lime; hut so far as the 

text is concerned, it can Hardly be applicable. 
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and meaningless. That* (again) is twofold Suddha and wiira (constituted) 
respectively by unmixcd (.iuddha) and mixed pdfa-s. (199-200 b) 

( v ) 

tfUsIfilfcWUH WRooU 

stutidiMif^tTnr^n • 

mtret*fa*TSUT 

3Ufil*nft etcstml^fir AT *THT t 

mt=n: fgfirwrf*rgn^®^n 
aret q>g9T * 5 ** jt5t5t^ Wfiwfi wg i 
q^T5i«( *ggw ircunsng ss^g uro^u 
fqrrf) anfrWtjt g rr msrfsssw*: > 


(v) Ankacilriiu-prabandhd: (200 c-204 b) 

ArikacArini is composed in any choice Mb with blrudaf <P^^<«) 
based on the sentimenls of heroism’ and wrath/ with it* ibhoga ind.aiting 

the name of the hero/ It is considered to ^ e « f ^J , '% V ;h c V 8 ear < ; 
kahkd, vrim, viravati, v'dotiar/l and jiliimatl. The first Dmi of^ these ar 
respectively associated with one, two, three, four and five tala s and also 


“That' may refer either to thelwaWd kalrifr as Inlerpteted by *K\ or tothe second 
variety thereof vi*.. .he meaningless* which alone are considered to be two fold 

8cc s°r!ir;»nc^ic«: “<™ d < ^ ^ ^ « n t***.** 

tornlrn msa-i i.e. the sentiments of heroism and wrath, and not on any others, th 

,CO “ K-t n in« lhanbtee tyres «f (valour) are implied in this context v«.. JM* 
(valiant in philanllttopy). iterd-ilr* (valiant in compassion), and yuMha^tira (valiant, 
Kule) ObvSy. he has not taken into account the fourth variety of tfrn that is 
traditionally accepted vis dhnrmartra (valtant tn virtue). ‘ 

“K' lhinVi that ihe names of the riggeyakira and prabandha loo are implied. i 
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,lnn|Mh eight, sixteen, thirty-two. fifty-two nml one hundred four biruda -j.» 
W erC '* n ° rC8U * ali ° n ° f ta ^ a anc * Mrwto in JMmatl. (200 c*204 b) 

||Mp| (vi) tp^r^r: 


wrg 

BBS- ~ 


Si 


Si'SfelfS’St:TIEfalilrmiTOfTTrr: n^oVH 

dnnWWV furg sregfaw l 


|(vi) Kanda-prabandha-s: (204 c-209 b) 
i Characteristic features: 

WSR. 

^ ane ^ a * 8 com posed of poda-s of Karndfti nnd other 7 languages with 
and birudas;* it is devoid of is sung in arydglii* depicts 

|^^^p)ieroism 7 and ends with pdfa-s* (204 c-205 h) 

'fhe five varieties of adkordrini will he composed ms under: 



No. 


Name of the variety 


No. of idh•% 


No. of biruda-s 


1. 

2 . 
X 
A. 
5e 


f'rfjm i 
Kotik d 
Vittd 
VUdvaU 
Vedottord 


8 

16 

12 

52 

104 



% Adi of (he lest is indicative of olhet regional languages Kandu is sung in what may 
called dtii hkdfd-s. 

•fhe sound syllables of instruments. 

Mbe panegyrics. 

% 'K* observes Mint though konda Is said to he devoid of MA? (tdfatvatQpena <(inynU) it 
noi mean that ii is devoid of die vegulation of /<5/« (no idiattiyama-ldnyah). 1 he 
ference between tutoxvarOpa and tdtnniyama is not elucidated by him. 

*Arydgfti is not any of the *fff-jr spoken of in simpler I or II i.e. the poda oi srara 
I t-r, it is the name of a metre in whic h (he first half is equal to the second one. It has 
to he distinguished from dryd metre which has 10 mdtrd $ in the first half and 28 
£|iitbesecond, in so far as this has 30 mdtrd -.Teach In boih of its liaises- *K* elucidates 
ll,*In such an dryd-ttiti , the udgtdha may be done ill the fir si half, singing the pada-r, 
‘$6dhruro may be executed in the second half, sing'ng pdfa-s and birttda-M." 

MjWro implies valour. 

UpR* elucidates that Ihe ending has to be made after having commenced ihe second 

P with pSfa*. 
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(«) **r- 


nrvnq: q^SOI W* «***»* » 

^qissswi* rmtf 5 * *w w,s w ' # v * 

q^q^is 1 

*Ftw rrfoft *« *** ^ "* ,IV ' 9M 
fqvnft fsswtan^ «wW' ^ ***** 1 
qq tafanwwim : qssi^n: »^ ocU 

r**ns ij^nfs^: 1 

5% St****"*: 1 




(b) Varieties of A ' Wo; . . . 

,..**. - *—- Tssssr srt£ = 

r( , v(< dhtmada, hmyavMumo, suran it a. ^ k «*f, Aorl, ibt 

mJifhtmi,iM**<* w ^J flf ' ,,M ’ (trnmffl iilibha, dbarmn, orthtt . 

ST*■*•* •' , 

- * - 005 c w M 

(vii) 

?q? ft*R m*r* **&«* Or*" * <"»«• *» 
na3n quin ^strang*#** ‘ 

q*3 fat* «*<H T ^‘ *** M * U ” 
fcfq* ** ^*ft ,n: 1 

»B«iiVlnf __ P—•’“' -'" ' M,, < 

(gcnl laghu l. 


Section 4 

(vii) Hayallla-prabandha: (209 c-212 b) 
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v 

AVi! 


t« 


m 


Hayatita' is composed in Hayalfta tula* and it is twofold viz. gadyaja' and 
padyqfa. 4 Padyqja, is however, fourfold. Three are (formed) respectively, 
when the first half of dryd* or the second half of it or both of the halves 
are associated with tdla* while in the fourth the first half is composed in 
M/a with svaras, pa das and htrudasS Some of the experts, however, know 
it as (associated) with Hayatita metre/ (209 c-212 b) 

(viii) 

ITT^f tnitftttT Ptt|U^ MStSM 

wslflfrwwwi ipt fO w ma utm» 

tfir »nwftHtJRF«r: i 

I viii) Gajallta-prabandha: (212 c-213 b) 

GajalUa is said to be (set) in gajatfka tdla. Apart from (the specification 
*wlth regard to) the metre, it follows the characteristics of hayatita in all 
other respects.* (212 c-213 b) 

(ix) IrrCtarer 

snvr vmsrfir: n ^ ^ \ \ 

HT^q qf^ftqr) I 

1 l Haya-Hla lit. 'the sport of the horse*, seems to be n metaphorical expression, 

'Hayatita tdta is also known os turagnliia, tut a go as well as aira being the synonyms 
Of ha) a. It wilt be defined In Chapter V. 

'Gadyafa lit. 'arising out of prose*. 

*Padyafa lit. ‘arising out of verse*. Pmtya is defined nt ‘that (composition) uliicli is 
f. organised into stanrns or feel IpddaV, 

•Obviously hayatita prabandha is ordinarily composed in dryd metre. 

•The implication is that the other half remains devoid of as pointed out 
,VK*. 

'Srara^t (notes), pada-s and bltuda-s (panegyrics) are the adgtvs (integral parts) of 
prabandha. 

•This metre is alternatively used and is constituted of no, jn, bho. ja, bho, ja. bha 
r 1*9®** or, d laghu and guru in a pida (foot), at elucidated by ‘K\ I Ire pm port is that the 
||fbur varieties arc formed os stated above excepting that instead of dryd. hayatita is 
Employed. 

'Gajatita differs from HayalUa , as explained by *K\ only in so far ns it cannot be 
in hayatita metre; in every other respect it resembles hayatita, and thus i« fivefold. 
* too supports this interpretation. 
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qil w: «pp«l vn *ft$?ft 3ft «i: *«8fj*ftmft IR ? VII 
«ns: gsi fiprfaqftwift I 

awfcfts^ft rwrraig: *t>nrT nn %*ptw»i< n 113 \ nu 
g^t snuifesfasn hht » 
shn spt* wyd gw«ftsfa%*! § ng tv* 
ywragq f %f?ft «rFnft xifastr *jf?r: i 
artfk *na*ft ®a a?r^a yairfprvt tig *vs»i 
qgn' ?m»»rranf*ft a*ft am \ 

wrprja ^i g q fftfntfii ys t «u 

mrr oa ^gfay* tnufirxfaTft gr\ i 

?fa r»M6aa»a: i 

(it) Pvtpudl-priibattiihrt t (213 c-219 b) 

DvipadJ, which is sung with the tola called karuna,' is fourfold viz. iuddhj,^ 
khandA, mAlrA nnd sampiirnA. (213 c-214 b) *^j|g 

SuddhA diipadi is composed in four pada-s (steps) each comprising a cha* 
(g(wa). five him' (gun<a-x) with a guru in the end and ja' (gana) in the second,.<£>; 
and the sixth (placet * Others* introduce (solfa) notes at the end of tho^ 
(first) half.’ (214 c-215 c) '% 

KhandA is composed of half the iuddhA* If the sixth (Rrmo) is substituted M 
by one guru it is said to be mAinhdrlpadf. SuddhA it itself known at 
sampiirnA if augmented by one guru towards the end.* (215 d-216) j 

Dvipadl is again 10 fourfold viz. mAnarl, candrikA, dhfll and tArA. MAnartyg^ 

'K'trtttut will be defined in Chapter V. 

*Cha is a tudtrd g**«n of %** mdtrd s (units). 

•Bhn ts n varnn-gumt with guru in the beginning. 

*j a hat guru in the middle. 

• f h*»%, the pddu will consist of o cha (*gn««), a fa ( gana), five bha i-ganas) a Ja 

ami a guru in ihe end. Ami (mJdhd has four such pdda s. ^ 

Mhni is sat it: i»lh:r misters. Obviously &ArAg*dcva docs not contribute to th®^ 

view. 

That meant ;«fler tinging twofat/a i. 

M bit it (he literal transiation oI the text and S* interpret* accordingly (haI k 
is composed of two /*d Ai s of Utdtbddripadt Bui K* elucidates ihe purport different!] 

Me says. “Of (lie four rrf.A»-.r mentioned above, if the first two are composed ns per f 
rule laid down and ihe tail two n»c not governed by it, then it becomes khanjd ** Ho 
ever, ihe name khtm\td liicrnlly means 'partly executed/ % 

• K* interprets litis as the ougmeniation of every pdda by one guru. 

Agnln* denotes another classification. 
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t/rr'r r v*** * • ««• -» 

««id Co be candrikA. Willi a cha (-gana) and "'y 1 ° * guru ' lf '* 

If i» called dhfti Jan hloJrhT ” \ ° f fo,,r ""'"’V 

«hc end (of each ( 2 , 7 2 ,^!T * <*■»"> Il "‘' » X""‘ «* 

(*) STSlSRX<n9: 

ssmnr^f n u ^ oU 

?%vsivrwnrm: i 

(*) Cakravata-prabandha: (219 c-220) 

| hjLXSS wor ‘ ,,, is «•» 

| declared by the wise to hT^n " *" Cnl,fd ^ a v.Uu. .« ,, 

1 (219 c-220) ^ ,WOf ° W V ' 7 (Prose) «nd padya (verse). 

(xi) s& 3 *m$rtrni: 

vfhmiurifttrft, 

tr awiwn onwr 

sfir tbnutni: | 

'Cha If the taw of sis mlirA t. 

• taghu in (he end. 0 *" ^ * *" ’ hi ’ t,fer! » •" 'he var V a gana of five mAirA , with 

^ r‘"/' ”* " h «' f«ur r*da., 

Thn( if, if a pa,fa hat f UC h and Mich 
ra-tana has flve mil,A t. 

J K‘ opines (hat (he,e loo ii „ a , or „„ g 
m l**-ro*o or /a ga 9 „ t 

“ '! ,i * ,hB « r PM* only. 

^\*h° a *“ sa y j *^ a '•**" t 'hougM| , ha/tonr , p^fa , j n ,( | ^ ** a * ,ovt ®* on. hv 

,,,avin ‘ ,wo 

"'K* Interprets ak,ora„t, a (Ij. . .. # g .T' P ° f r °" ! ° ’ l e ,e "*'* 

“m"rew?*'’ r T in ' erpr ' ,fd ‘ * " ,VO, ‘ , • 

* rc P«titfon of pQtra and uttar** ■«. .■ 
f hnpieeslon of a series of words. ,,, • ®* n ,,i '"e*» out hy «K ; „, veg lhe 
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(xi) KrauAcapada-prahandha: 221 '* 

KrauHcapada i* sung with svaras (solfa nole») and pada-s' act to pralitalaj* 
It has its ending with xvara y and is (composed) in krouHcapada metre or it 
is non-mctrical.* (221) " 


(xii) **TTP*snF«r: 

ft oro«it ip* fiww: ipfafatf: n* wi 
tnrmtfispT yitaft « « awifa $: i 

flwifsgsnviTt wgnft fwft fjpmw iw*u 

OOlTSUffW: i 

(xii) Svar&rtha-pratfdrulha: (222-223) 
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Wherein the desired meaning is expressed through the note-names* ^ 
themselves, I lint is xvardrtha. It is twofold viz. suddha and misra, (com-! Jp 
posed) with standard and mixed* (notes). It ends in graha. 7 Again" it is || 


l Svara anti pada constitute the integral parts (ahga-t) of prabandha. *K* elucidates 
that hcie ttdgt&ha has In be done whh solfa gotes and dhruva with pada, and accord¬ 
ingly they have been placed in this order hi ihe English version. ; 

•/Vo/tM/n it defined by 'K* at having a faghu and two druta-s. This will he dealt 
wilh in t'hnpier V. 

•Thar It, at ‘K* inlerpreit it. ihe song is completed after udgr&ha it laken up (again), 

'Krituflcapaita metre it composed by hha , tna, ju, bha % 4 nas and a guru in a pida: 
*K* opinet ihai Ahhag* i may he done wilh path i Alternatively. it is muklaka which Is 
inter preled bolh by *K* and *S* as 'devoid of metre.* 

'.fvor^/tird- !iolfn nntei ro. ri' ga etc. indicative of the names of the notes fo4Ja t 
ffahha, gindhara elc. 

Standard iSuddha) and modified (vikfta) notes together. 

'Graha-ny&w of the text it interpreted by *K* os graha nydsah asya i.e. its nydstt 
(ending) is with ihe graha. Elsewhere *IC has inteiprctcd graha in the context of praba** 
dha j at udgrdha. S' however reads this phrase in conjunction with the previous one adl : 
accordingly interprets that, *'It »» twofold Suddha and mlira according to, as in trims C/f l < 
graha and nyasu whetlicr it composed wilh siandard or mixed notes.** However, 'KV 1 
interprelntion seems to he more probable and therefore the translation of the text hM ^ 
been based on that. 

**IC' says bhdyab <again) indicates that each of the two varieties viz. Suddha a 
miha is sevenfold. 


Lgftvcnfbld viz. (composed) with one to seven notes.' Of these the bi-toncs* 
gid others are further divided into many* varieties by the alternation of 
T«eir order. (222-223) 


(jiiii) SSpTjfpftsRfEl: 

*mrtrnng mwj ofarasuiw* h h ii^vu 

WT I 

rfireqOlSg'Asi'.t|:i 


|i») DhvantkuIfanf-prabandha: (224-223 b) 


Wherein dhruva and udgrdha are set in different M/«-* 4 hut not in mantha 
M kaAkah, and the >•««» (caesura) is of equal measure and there is no 
*r ttpaka, it is Dhvanikuftant, sung in two lAla-s like dhetikl.* (224-225 b) 

(xiv) 3fTJT?JT5Fff: 

, tssroUMdt rrfnpfhf rararew t 

‘ouwft ffi^HiM wnrf ort^ usssn 

’M« r « •b* meaning of llie sons is expressed through the wont, constituted at solfa 
pHables Tlie purport is that if one note-name e.g. to when expressive of a certain 
Owning is used, it becomes one variety; similarly, when two notes are so used it 
- come» another variety and so on till .even notes produce seven vat inks Hint i. i wiw 
fed elucidated by 'K*. vw 

-K' points out that since these varieties are mixed, they must need at least two 
|$otes to revetse their oidcr. 

t These varieties cannot properly be counted a. they are too numerous. The purport 
illiat since they are not well known in practice, they are not being defined in detail 
* Th *' '*• ,he M, ° employed in udgriha should not be used in dhruva and vice versa 
• K’ takes rail in the sense of pnduviraii i.e caesura, which according to the text lie 
q« should be of equal number of matttt-s (unit measures). But ‘S' interprets rail as 
alula to be employed wilh equal mHrd-% (unit measures). Hut, since the author has 
tody spoken of lila in the previous line barring man/hj and kahkiU, it j., |„, ljke|v 
Ml‘S* may h * right in his interpretation. 7 

K3 : "K* elucidates that as PheAkf is sung alternatively with two tdh-s in two different 
(cf. 146 ante), so also dhranikutfanl is to be sung. 


280 


The Prabandl 


Section 4 


281 


fa 


(niv) ^Aryit-prnkandha: (225 c-23l b) 

(a) Characteristic features of fry*: 

Having delineated the (solfa) notes at the end of the (first) half or oflbe| 
Mo (of wherein the first half of the Ary,l metre is sung twice aa*> 
the other half is sung once, the name of the singer' being in the iibhoga, I 
is arya {prahamlha) which ends in gratia* (225 c-226) 

(»r) 

ethtO'* ^ ta^ll WT cT411 

*lVft rtrft TT5t) wqldrlT WW^tprOrlfiT 

farom * ftwm «|$ 

wn twiwi IWI * 

qqfvrfl sfhm wnri: ssfawfa: ii^sta 

HiaSK^n'tt: twysfit: JW*?I, TO 1 

guitawrot ^«n: 3rai fw-1 

pmufenw: I 

(b) Varieties of Arya: 

There are twenty-six varieties of arya respectively called lakfmt. n* 

• c jolitting of a guru* (into two /rig/w-s)* aucli being their fespe$| 

«*>■»«, b. —««* r- - 

definitions* (227-231 b) . 

“.‘rjn r fzztl ■- “ -r 

Implied. 

•Graha meant udgraha. ^ 

W^'hVinitinn the sixth *<*« Is eigher **mm or 1* — "'l 

-jet 

. Aryi meue has nine varieties and the an.tior seem, «• refer to them. 




(xv)m*nvT*w: 

arm Jtm tow T5TtsrrvrmnT 11 ? ^ (11 

fqqsft q?qql flrq) 3tg: t 

Tfif mqtnq?q: I 

(xv) GAihA-prabandha: (231 c-232 b) 

If Arya is sung in prAkpta 1 or with five feel 2 or according to other 
experts, with three* or six feet 1 (pada-s) it is called gtit ha. (231 c-232 b) 

Arya-prabandha is obviously based on dry a metre in which the fust and 
the third quarters must each contain \2 ntfitrfi s or syllabic instants (one 
being allotted to a short vowel and two to a long one) the second IK and 
the fourth 15. The metre is divided in two halves, each consisting of two 
quarters or pada-s. In terms of gana s, the first half has seven gatja-s with 
a guru at the end. Here it is provided that the sixth of these gana-s may 
either be a ja-gana or a na-gana with a laghu at the end, since by rule the 
odd numbers of gana-s i.e. 1st, 3rd, 5lh or 7th gana-s cnnol be jagnna-s. 
Every gana, in this context is of four mAirA-s and not of the usual three 
since it is a m&trdvftta. The first half is indicated ns under: 

SS SS IIS SS SI I ISI IIS_ s 

1 2 3 4 5 6 7 guru 

The Aryd has nine varieties viz. patbya f vipulA, copalA , mukhacapalA, 
Jaghanacapala, gitt % upaglti and udgiti apart from Ary ft. These varieties are 
differentiated by the arrangement of yatbs (pauses) and the order of gana-s. 
However, the varieties that have been named here are formed in the 
following way. The first one i.e. laksml it composed of (gopu-j) having all 
g»nr*.f excepting the sixth ga(tq since, as explained above, it cannot have 
all guru s in AryA. The rest of the varieties from 2nd to 26th are formed by 


'Aryaha {*AryA itself) i* read by ‘S’ a* drpfwnf (Mike arya'). This, however, does not 
moke much difference. The purport in that if o pmkfta composition is sung in AryA, it is 
called githS So, the inference drawn by'K* is that dry* hits to be sung in Sanskrit 
only. 

"Ahcrnativcly, if there is no change of language in the verbal composition, then the 
change in the number or pada-s (feel) transforms dr yd inlo gdtho. Here it is suggested 
that it may have five quarters or three or sis. 'S’ reads puAce-ca gaqathavA and accord¬ 
ingly, interprets the text as "alternatively, if it has five ca gana s. then it is twofold viz. 
rripadl (with three quarters) and fafpadi (with six feet)**, 

*rrlpadf lit. 'having three feei\ 

A $afaptuH lit. 'bavins six feet*. When pada forms a quarter or a part of the prabandha 
it has been rendered at Step* but when it froms a quarter or part of n metre, it has been 
rendered as a 'foot*. 
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the breaking of one to 25 jfHr«-a (each into two lagltu-s) progreMively. In 
other word*, by breaking one guru into two laghur, vpddht is formed, by the 
breaking of two guru s, buddhi is formed and similarly, by splitting three 
gurus, Ills is formed and so on. 

Here, udgriib, , is to be sung in the first hair and dhrura in the second half 
of ilryii. 


(xvi) frwprnr: 


(*) 


(xvi) Dvipatha-prahandha: (232 C- 241 ) 

(a) General features: 

Dvipaiha ( prabandha) is composed in dvlpalho metre 1 with the ending in 
jvoriM (solfa notes). It is not set to tula or (alternatively) may be set to a 
rt/o * (232 c-233 a) 


(9) #?i: 


tF^^sai: s*iW: atwnyuft l»5( } *1) 
m# <m 5»arr fodi i 

jasstrfefWlit » 

mitangfenrit vnnffWiHHfc 
wftBFEft ’fTTWT TW: » 
urn: wtesi 

^mhrerrf fav nsm: gfa 1 

tRfHSV4'd%% ftTOl) 


1 Dvipath 9 is another name for dadhaka which « called dohd or doha in Prakrit. I 
has three bha-ganas with two gurus at end i.e. SI! SI! Sll SS, 

•Any tdfa which is not defined or particularly indicated. 
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wfaranghi em: fsvik taw: » 

nrw: qs ro q nyfr 0m» spw: nfr h^ C ii 
^sp)i grjf wn: *m: I 
JittamticilvATO*if*w|fVi: fsTOT ii^di 
?f firorfroi 3^: 1 

3^3 ^TOTWt frafmfiHj II^Yolt 

H«r^«MRwntH< afwffnfsi^: 1 
%«orr twrr tjfrhr: ii^v?ii 

sIHfrwnmi: 1 


(b) Varieties of dvipaiha: 

It is known to be fourfold t.e., one is composed in notes (only)/ the 
other is (formed) with prayoga 2 and the other two with and without both 51 
respectively. (233 b-d) 

This* called doha in Prakrit/ and these are its nine varieties: sfirasa , 
bhramara , haritsa, kurara , candraiekha , kuiljara, tiiaka , hamsakrhia and 
mayfira . (234-235 b) 

Sdrasa has thirteen mdtra-s* in the odd and twelve in the even (feet). 7 
In bhramara the odd* (feet) have fourteen* and the even (feet) have twelve 111 


’Wherein udgrdha a ltd dhruva are composed in t varies only. 

•The second variety likewise according to *K’ (i.e. udgrdha and dhtuvo) is composed 
by proyoga t. *S*, as usual, interprets prnyaga as gatttaka. 

*Thot is, the third variety, according to ’K* is composed of both jf.irn s and pro • 
yoga s* the former being used in udgrdha and the latter in dhtuva. The fourth is without 
both i.e. devoid of .irm as and proyog a- *. ‘K’ infers that in the case of the fourth. 
*dgrdhn and dhrura are composed with pada-& (words), tie also suggests that in every 
Case dhhaga is done with parted. 

4 *lhi» ‘refers to dvipaiha. 

•Prakrit is an ancient language of the rcople of India. It is derived from Sanskrit 
according to some, and is a parallel tongue of the common folks according to others. 
However, the form in which it is available in literary wotks, supports the first view, 
since it is very closely related to Sanskrit. 

*Mdtrd is of one iaghu akfura (short syllable) in prosody but in mdrga idta it is of 
five iaghu-ok far os, 

•That is, the first and third pdda-s are of thirteen mdtrd-s and the second and the 
fourth pdda-s arc of twelve mdtrd-s, 

•As explained above, ‘odd* refers to the 1st and the 3rd and ‘even* to the 2nd and 
Ibe 4th feet. This may be understood throughout. 

•Afamt-x are known lo be 14. So the number 14 is thereby indicated. 

“Hit tuna are known to be 12 (perhaps after the twelve months of the year). So, the 
aumber 12 is thereby indicated. 
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mot r As. Htnhia ha* fifteen in the odd and thirteen tndtrd-s in the even 
(feet) In kurara there are thirteen matris' in the odd and twelve in the 
even (feet). CandntMha ha» fifteen* minds' in the odd and twelve in the 
even (feet). Kudjara has thirteen in the odd and fifteen mdtri .t tn its even 
quarters. In the odd (feet) Umhtakrhja has thirteen minis and in the even 

feet, it has sistecn.'<235 c 239 b) , 

If in these. - iikh,V is (provided) to the extent of five laghus or so at 
the end of their two halves.* then if is called iikhtdvlpatha and alsoiwojwa 
by the experts. The feet' 0 in these can also be arranged in reverse order. 

<2 Many 4 more varieties of dvlpatha are (formed) by singing the first and 
other steps (pildas) once and twice and so on,'* these should be demonstra¬ 
ted by the experts thiough practical examples. (241) 

(xvii) 

srarhioi *TT*o*t omfNa: i 
spFUjtt: oft ^SlfaaiMa: ll^tf^ll 

aprnft qi fasps ^fa fs«n *nt: i ' 

mnt tii (tRitinteaifW. ssMsiHti ii^v^ii 

?frf i 


• fiati iffers to mitti 

• I hr Ill/ll I dKn.fr llie Innar days of a luna« calendar. 

• I lie second kola in 2)9 b refers to the sixteen pt nses of the moon. kola also means 

a phase of the moon So. the number 16 is thereby Indicated. I 

M hctc vaiieiies of ... . . ^ 

# lhc idea of tikha has already been introduced by the author in the context Of 

UkhSpodom vide verse l?6 ante Hut a* K* point* out and also a* provided in the tell, 
the extent of tikhi in tins context is restricted to 5 taghus or six or even seven so as to 
form n part of the total length of thereto concerned. _, 

• K' interprets it as "five, six or seven, but in any case, less than a |xWo l 

f ‘K* elucidates that it can be anywhere in between or at the end of a pitta. * 

“That is, such a ttoha which itself is a variety of dvipatha. 

•The odd and the even feet. * 

‘•These iikhadtipaiha s. 

•'Thai •«. lire number of mJ/ri r presetitwd fnMhe odd (1st odd 3rd) fed may ba 
exchanged with dial of the even (second and fourth) feet. Ihus. more varieties can M 

•• I hat is, if the first fool is »nng once and the oilier feel are sung twice, it make* 
for one vaiieiy: if the second is sung once ond the first is sung twice and so on we get 
another vaiieiy. '* 


■ii 


m 
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(xvii) Kafahaihso■ prabortdha: (242*243) 

Kafahadtsa it composed in kalahadna metre' and its /Wo-ending* are set 
in solfa notes. It is sung with jhampi and such other lila-.i’ and ends in 
tvorafi (242) 

Kalahariisa is believed to be twofold viz. based on varpa* and depending 
on milrd-si* but if it is composed in prose,* the verbal text may be intro¬ 
duced after singing solfa notes. (243) 

(xviii) a teTusui ; 

mww 3 ates>: 1 

5*3 4^soon*} 3*t wOstt 113 wit 

«e*i %3 iwt 3U* ^IWtT^fm: I 

star ahwtw*w: 1 


"K* defines HaMw metre as follows, which he say* Is also called kufaharitui. 

**lh a foot of fagot ( class with twelve syllables, if the 2nd. 4ilt, 6th, 7lh f tOlh and the 
12th tyllahlrs are guru s then it is called A«rfiu». is also Kafatmhso. “However, 

Chanda maflfor i of GangAdAsn classifies kaiahoM*a under nffjnpotf i.e. prat.ntfhf and 
defines It as the metre which has sagana, fa garni, ? sogona-t and one guru in one pada, 
and this is illustrated ns: 


US 

•n 


ISI 

t —■ 


IIS 


US 

*a 


(guru) 


(cf. Chanitomaftfarf, pp. 67, 68— Chowkhamba Sanskrit Series no. 115, IV4R) 

*Jhamp3 tdla will be defined in thapier V. The implication of other tdtas, as brought 
out by *K* is that such tfett rdta-* that arc of the same measure in terms of mitra-s can 
be used. 

*K* elucidates that the notes nccociated with the first f Ida may be sung again for a 
while and the song ended with them. The end here signifies the n.rrfja of the text. Svara 
in this context signifies the solfa notes. 

^Varnafa lit. 'bom of varna\ 'K* interprets rarnaja a* padya (vetse), but *S' inter¬ 
prets it at “that which is composed of rarnagamt 1 (syllabic groups) '* 

‘A/J/frtd lit. groining to miffd’ is interpreted by *K* as gadya (pro$f| and as 
“bated on m&trikagana jr(unit measure groups)** by *S\ Hut it seems K’s interpretation 
b more consonant with the second line of the verse 

According to *K* if katohathta is composed in verse then the definition given above 
will apply to it; but if it it in prose then only the number of m&trA-s will be taken into 
consideration which has to be the same in both the varieties i.e. tatnafa and mdtrfka; 
however, they will not be grouped in gana-t. 
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(xviii) Tofaka-prabandha: (244-245) 


Tofaka it (composed) in tofaka metre 1 and is laid with solfa n 
at the end of the pdda (foot). But indeed, being included in 177/a. which 
presently to be defined, hei tjotaka seems to be 2 a repetition.* True, r 
it is not at all a repetition here, in the view of those who characterise y(* 
(prabandha) by 177 fa metre. 4 (2 4-245) 


(xix) VZV&U: 




(xix) Gha fa-prabandha: (246 a b) 


Half of ghafa is (composed) with tena-s* and half in dvlpadl* It 
with tenaka-s/ (246 a b) 


1 l'ofaka (metre) tins four sa*gona-s in a (quarter phda) and is illustrated as: 

IIS IIS IIS IIS 


'No/ur nf the text introduce* a doubt and a question which is clarified and soiattf 3 
by the author in the r»e*l verse. The sense of ihe esperssion 'Venn 10 be*' is implied 1 
the construction of the original text. ^ 

• The contention 1 % that since by definition ir"a (see verse 246 c d) can be sung * 
nny metre, «l*o include* tofaka and therefore to spenk of a prabandha exclusively <0 
po*cd in that metie i* superfluous and a repetition. 

Mhc objection raised in (lie previous verse it admitted to be valid only partially 
in case ntia (prabandha) is allowed to be tomposed in nny metie whoHnever. But#., 
there is also a view, quoted by the author (vide verse 247 c d), that it should bftg 
posed in * 1 tin metre specifically, it cannot be said in he a repetition on the port of 
author xime He has to accommodate every recognised viewpoint in his treatise. 

That is Itow the author meets on, in ft;*, forestalls a possible objection. But. 
points out that the objection does not really arise, for if tofaka were lo be com ,J,i 
as included or covered by \ftta because it could be tomposed in any metre, then ^ 
prabandnas based on metie* such as hattda* Uaagattto. krauflcupSda, d%ipafbc^ 
would also be considered 10 be repetitions Thu* according to *K\ the objection 
only be Half accepted and therefore is better rejected. * ^ 

% Tena is an integral part hrrffu) of prabandhr and consists of auspicious words. /pi 

* K* points out than he expression‘half* is a relative term. Half of what? 
text is interpreted lo mean that Ihe first half consists of term's* the question is 
whai? And lie stiggcsli that the answer lies in the next word i*c half of d*tpad? 9 i 
has been defined (see ?14 c d ante) as having a eha-gana and five bha*gana*t 
guru in the end in a pAda. So, the number of mitres required for half of 
composed with verbal rest makes for its other half, *K* also draw* our attention 
alternative view In dtipad* according to which solfa notes are sung nt end of tfllf 
of the pAda (cf. 21' c d ante). He suggests that there too such an alternative 
solfa noles, though not explicitly provided, may he token ns understood, 

T J>n/ifcf» Is the same ns tena 
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warn Star fcmflr 

afirwFit irx\9ii 

(»x) Vrtta-probandha: (246 c-248 b) 

Composed i" Bny meire wh a l«oe v e r . v r /M U sung with nny choice ah 

and solfa notes are introduced either at the end of a r Ada or the rrtta ' 
According lo others, it’ is devoid of solfa notes, while according to some It 

fa (composed) in v r ua metre (only). Many other metrical variations moy 
be discerned from ehandaiciti.' (246 c-248 b) V 

(xxi) 

SSTffa ^8 IRYell 

vfbfhn^ in^tr, m «rt i 

u srgtf) fsuimgxft ^ 3 n^vc.11 

ts«*n <ttot nmmtfsvv rftqft 1 

xiyaOm fctomb* ftfimi u^oii 
*n$8n 1 

rsrayr * m nrntm? 113*111 
nr 1 

*no«n fsnmfriR ift abrnn wram 113*311 

The whole of rftta prabandha is implied. 

* If refers to 1 ptta prabandha, 

. rt ->T- i. 
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(xxi) MdfrkA prabartdha: (248 C-252) 

Unadan composed in order to commence progressively by the l'U«» of 
alphabet 1 are sung seriatim, it is (called) miUrkA which is threefold viz. 
Jlrvd. ? mAnufC and diryartumiifi.' (218 *>249 d). 

Of these dlryA is composed in the Sanskrit language and is sung with 
nulrga lAla-s* mdnufi is produced in the Prakrit tongue with dri, 
while the ntthlkd formed out of the mixture of the two Is called dWyar 

m&nusl. (249 d-251 b) p .. ... 

Mdirk A is again twofold viz. anibaddha (non-metrical) and nlbaddba 
(metrical) according to whether it is composed in prose or verse. (251 c 0) 
This ( prabondha ) commands the power or all the sacred chants (mantra s) 
and is capable of bestowing every accomplishment. Endear '"* t0 the ho ® 
or gods, it i9 to be sung regularly by the qualified (ones). (2.2) 

(xsii) TTOWIUTO: 

fff«n Tnrennw*: i 
rwTTftrftnrftm: irmh 
sfasnqat ®n i 

*isrh ^ 

m*orffcwft iiymm: i 
aprai«ni1s*3j»TOor vmo'eftft 

fey* ' 

(xsii) RAgakadambaprabandha: (253*256 b) 

RAgakadambaka (lit. 'cluster of roga-s') is twofold viz. nandyAvarta and 
svauika. NandyAvarta is composed of four vftta-i' set to four talas and is 

•Vrue lirginning ». ft, i. 1. »"•' *»" “P to hn numbering fifty-two in nil 

•0/rrd 111 * ‘heavenly*. 

lit . ‘human’ •female). 

*f>iry,tmdtu 9 i -a combination of heavenly anil human qualnic*. 

•Smh as <<*<c ttr**l<* anti so nn dealt within chap!her V, 

•.irtibiultlha is composed in prose, and nlbti<i<fha in vertc. ^ 

*’S‘interpret* niy.uaih as ‘dime who are pure and attentive . 

tui doc* not stand for any particular metre, hut for mini in Benon ♦ 
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g embellished by a series of rAgas. % lit completion (rnvl.ui) is done with two 
ffi cycles of t<Va 2 or with udgrAha. Olliers, however, hold I lint it may be 
f; (oomposed) in prose, and some others, say that it is set to one tdla only, 
& (253*255 a) 

! Swastika is double 3 that. 4 According to some, abjapatra* (i.e. svastika) is 
\ twofold viz. abjagarbha* and bhramarAmretjita, each being double the 
li preceding one. 7 (255 b-256 b) 

| It is difficult to be certain about the interpretation regarding the varic- 
| ties of svastika (i.e. 255 cto 256 b), since ‘K* and *S* too give very diver- 
If gent views. The above translation docs not accept either of the two views 
H in toto, neither does it neglect either of them entirely; it is based on the 
M consideration of both the interpretations, 
p ‘K.’ interprets this portion ns under: 

H Svastika is double nandyJIvarhi i.e., it has eight » 7 //n*.r, eight tdla-s and 
|| eight rAgths. Svastika is itself called abjapatra i.e. it is another name for 
H svastika. Now, every succeeding variety is double the preceding one; so, 
H abjagarbha is double of abjapatra i.e , it lias sixteen vfttas. talas and rAga-s. 
|| Then bhramara is double of abjagarbha i.e., it Ims 32 v/tta s, tAla-s and 
W. rilga s . Again dmredlta is double of bhramara and so it has 64 177 / 0 - 5 , tufa s 
|§ and rAga-s. He considers abjapatra also to he a variety of swastika and thcrc- 
p fore, there are four varieties of svastika for him. 

® However, 'S* finds only two varieties of swastika here viz. abjapatra and 
H hhramaramredita. Abjagarbha, he says, is included in abjapatra. Accordingly 
H he interprets that "abjapatra has sixteen (twice the number of svastika) 
H| vftta s and sixteen tAfa-x and bhramarAmredita has 32 vrtta-s and tala-s, 
^ since each is double its preceding one”. 

HI Obviously, both differ in their view of the number of varieties of svastika, 
*K* considering them to be four, works out 64 vftta s and hUa-s for the 
§§ last variety, and \S\ considering them to l*e two. works out 32 vrtta-s and 
§1 tifa-s for his last variety. But normally *K* seems to think that abjapatra is 
Wg another name for svastika. 


V K* elucidates that each if Ha. a* it is set to a different tila, is sung in a dffeicnt 
rSga, «r even the rSga miy be changed at cjcIi pdi/ii or each half or a full 

•Thai i*, a* pointed out by *K\ whatever M/n i* employed in whatever rjtta , it it 
used in two cycles at the end. 

'Naruh&varta ha* four r/#/rt\f and four M/ir v, \o svastika would have double that 
number i.e eight i ftta s nn<l eight tdfa s. 

• t hat refers to nantl) inula. 

% Abjapatra lit. lotu* leaf, i* taken by *K’ n* another name for wail Ik a. 

* Abjagarbhtt lit. the womb r»f lulus, r* a vart;int of ahjaputta wiih «h*»iblc the number 
of vjtta s and talas. 

’|ii other wont*, rf abjapatra tins eight rf flu 1 and eight fdAijr, ahjagarbha and 
bhram.tn\mrfjita would respectively have 16 and 32 vftta s mid /rfAr.r each. 






S ectlon 4 


** i _ 

* , rkf *Q' (hat the varieties are two, is ft ' 
Now. it seem* lhat l l ,C . C °" v ; ew 0 f the dual number male. So we i 
be Ucr i n,crp«.a.i-^he^.n i V lt won^ fcfl ^ b y ‘K.’ and J 

have taken ahjapatra as a y ahjapalra) and bhramarimr w 

- —■f j, 

r4i?a*5 respectively. r -t NAvaks in (his context. OopSlft Vj 

si 

Mathura, pp. 34-36). 


: -.jftS 

:*S 


■* (xxiii) Patlcatdteivara-pratHmtfha: (256 c-264) 
(a) The characteristic features; 




mfm 


(xxiii) qWmdWTOT 5 *: 


(*) awns 


anws: rnnrn*: on* « ,,w t 

oor: • 1 

S*!ROW MW” 

WnsnmWWVtVg&t 3W f W! 1 

Wi: vmi nwn 

grrosTveasi v i 

gq*P qVlfa 1*31 twxMldSiR U^Xfcll 

irefjtnRiso^rnxx*^ qjr - 1 

nx5*C? f&Sofa rwWi'oHinfl: oil 

a?r«wa *xn: wiwit: i 

vtomvtefr 11^1*1 sxtf* "W" 

W*OTO1 *W7t: mst: qie*«x.«HPW I 

uwn 

gqnantRi snsRW ^RiRiv i 

«n^T<nHT*l7 *4ITO: H»^dM5t|<l II^V* 


In padcattlefvara initially there ii Aldpa x which is devoid of Idla and is 
followed by a composition 9 of five pada-a that ore sung separately 9 twice 
with eaecalpufa lila* in which 9 solfa notes and pa/a-s* (instrumental sound 
syllables) are also sung thereafter. (256 c-257 b) 

Then, antara 7 is introduced with pdfa-s of pafaha " in the measure of two 
cacealpuia-s* (257 c-258 a) 

Thereafter a composition of five pdda-s is sung likewise 10 along with the 
solfa notes and p.ifas followed by aniara in double measure" with the 
pdfa-a of hudukkA.' 2 (258 b-259 a) 


aTlfc -5 Tx-*-" Vfl 


Wm 








■ tyUi : 

i§i 




m 

m:k 

^ £V 




Sat*', 




8$*4r 

mm 

j^T'SSfttSS 




, It has b?en specifically said that the AlApa should he free of tala. Hut AlApa i* fire of 
Ufa by its very definition; what (hen it (he need 6 m iW( specification? It is pointed out 
by ’K' and 'S’ that it lias been to specified to exclude it In m the test of the tong for 
which (Ala it prescribed. *K* particularly elucidate* that AlApa, in ihis context, implies 
tigibpa and not gamak AlApa which alto goes by the name A lip a. 

'Padnpaftcakam signifies a unit of five vertex. I he unifying fnctoi might be the uve of 
the tame metre, for in their verbal content they ore «ni<1 lobe different and a ho, at 
jfc interpreted by ‘It* (if we accept his interpretation). iIkv have to he sung in a different 
.F melodic structure. 

* K’ gives a very specific interpretation to pfthak of the text over here. The purport. 

\ asbiouglU out by him. is that all the fi*e verses are to |»e Ming in difTcicni melodic 
ilructures and separately followed by the singing of solfa notes and rifts (syllabic 
$ sounds of musical instruments). 

' 'Cacattputn is denned as having two gurus, one fa?hu and one phta , (see Chapter V). 
•That is by carcatputa (Ala* 

*PAf. i*i: This is perhaps the only prahandha wherein pita-s of differ cm indninienls 
are separately specified and required to be used at different steps. This is notable. 

'Antara has been defined as an extra dhAtu (section) of the pntbantHta which is 
introduced in between dhruta and Ahhoga tef- 9 c* d ante). But it was ordained that 
antara is generally used among the tOpoku s of the .idA»jr« .iflcfu pruban l ha $ (cf 10 a b 
ante*. Thus, here it seems to be an exception of usage. 

•Pof iha is an instrument in the category of drums i.c (avanaddha » Adya-s or covered 
instrunren's). it is notable that it is in the case of (Pifcien only that particular types of 
ptyi-tare sp:.-cfl:a!ly pretrnbed. Klscwherc, it is understood that pAta .f of any ittsiru- 
mentor their mx msy be use J. *K elucidates that iUt pAftft of pafaha are elsewhere 
described as constituted by the syllabic sounds of giiifuials tie. k, kh. g and gh) 
excepting ihe nasal, linguil (t. (h. d. s)h f n) and dentals (t, lb, d, dha. nl and r and h 
Thus, on this basis *K* infcit that it is only in the case of the pdfa t of antara Ilia! the 
^»rule pMtaimng to Ihe rep:tition of the fata cycle is applicable, and not in case of ihe 
pita j sung else whet e 

'Oriraiu utp»ltwA nt is interpreted by 'K' as il»c two cycles (Avartuna s) of raccatpufr, 
jifc , *l hat is. as dcsciibcd above in d-?57 b. 

’That is. in two cycles of raccatpid i as explained above (sec note 9i 
"‘K*elucidates, on the strength of the author** own cMinition of lUcpdfa n of ftudukiA 
given by him subsequently, that they aie constituted by the pdfa-x of pafaha excepting 
.(lb# syllabic sound of drfa and as augmented by that of m and jh (see note 8). 
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Then five verses (arc sung) separately twice with $4fpltAputraka x (ttikfyfS 
along wilh *olfa notes and pA(a-s in the same tAla followed by antara (sunjj)||| 
with the piipt-s of tiwkha* in double measure. 3 (259 b-260 b) 

Thereafter, six pada-s are to be (sung) each separately and twice wlttjf§ 
sampakveft/lka* tAla followed by solfa notes and pAfa^s and then 
antara with pAfas of bronze cymbals 6 (kAthsya tala) in double mease 
(260 b 262 c) 

Then six verses (padas) with udgha((a tAfa (are to be sung) on the fonnq 
pattern* followed by solfa notes and pAfas as well as the antara sung wtfj 
the pAfa- r of nwraja as before. 7 (261 d-262 c) 

After that, comes nhhoga in the fast* tempo using the previous tAla* ae 
indicating the names of the prabandha and (its) hero, and is sung along* 
an auspicious sentence. 111 The song is concluded with AlApa. (262 d*263) 

(f) 'fol: 

qlTTSrUT: ^ITfatW^fq fjm I 

qyqmSwqrqq**: i 

(b) Varieties of pancatdlesvara: 

This 11 (prtduitidha) is twofold viz vinhafAra and fpigd rati taka sungij 
(ili C context of) the sentiments of heroism and conjugal lo\e respective 

'$i is another inJ'gatdfa described in Chapter V. 

,a K* informs m that Ihr taAkhapAfa-s ore ghuih, ghufit, thoto. digit ic. with 

lottery, 

• rh.it is, die two cycles of /<i/p/M/w/r<i<ro. 

‘Likewise saatpakv/ffika is yet another m&rgatAfo and is defined in Chapter V. 
•Syllables like fata, kafa etc. according to *K\ 

•that h, separately and twice, 

•t hat i*, in two cyjrs of lulgttatta. 

• ivihmthiia, lit. not «l«*w. would ordimtily include the medium tempo a* well;! 

‘K’ points nut, the implication is that of fait tempo. 

Mini is, utfghntta. 

Ut K' points out tint an auspicious sentence implies the me or Una* cost 
integral parts of ptohondha the purport according to him is that ouspiciout words I 
be used or words expressive of auspiciousness maybe used. He further says tb*|^ 
word tsn t which vgmties Hrahntan may be used once or more than once to make cfpj 
the s:ute*i c. ‘S’ seems to have a different reading altogether. Me probably 4 
rdkyatnffafutktnj <fw/A instead of vAkyamdlApakn-nydsah as printed in Ad. ed. <tfJ 
first) IItcicfoie, :u, Hiding to his test it would mean “the song may be concluded) 
mttopaka, rich wilh pro and (composed) in the from of a sentence'*. 

14 I his refers to paAdltdlfivara. * ^ 
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\ A, !/J e * od » *« pleased by ii. t ( 2 <H) ^ 

t , 

pfiRdrga Mias. Since prahattdhas be\onti a \o &n i^ ' U ‘ S M ^ U ‘" e,e «* 

ImUrga ufa-s are a | so employed inThec'n v mus,c - is "°'«ble that 
mrabamlha-s. It h also notable that^/a ™ P " and si "«'"8 of certain 
pre fully utilised here. The singing of mafoj**™'* ( *° lfa ,,0,cs) n,,tJ ,nta * 

|towards the end is interpreted by KallinSthaa, ^J' ,Sp ' cious ‘""'Position. 

fxxiv) 

armtW) gfbmr: w m «ra«unr:. 

da aiHivjtuiqrsf; i 

|(«*tv) TWninva prabanJha; (265 a b) 

* UVa ‘ SM6 h ,wof «> d viz. based on prose 

(0 tfh-^srqnr.- 

Xfir *fhr$prq?t?: i 

Section 4 

Wprak Irna-prahamlha •.% 
grange prabandha: (265 c d) 

^ . . . . " -'■» *» v „ w 

for lbe Tinging <T r rtZ*TulrT Mncinf! 

. HUrifara lit. meaiu i 


ocean of Uhi-s. Thu., nhviontly it j, based 


0,1 many t,\?a S 
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structures </W« O “> w “ rds " ,e cnd ' <265 C d) 

(ii) sfifamaqqnr: 

vrrx^: v&fam: ^ » 

(ii) SrtvIlM-prahandha: (266 a b) 

.<riWM.ru is sung with five set to five 'Mas* employing solfa 

notes (.«wcw) at the end. (266 n b) 

(iii-v) 

ftaqn?A: q' wt ' t tf^:, «n£: 

TTmvmsrrq nmmrt onfmfarw jn; \ 

fcwtmtanmn* xAt s* in v»m 

(jii . v) rancahluV'xK r*k*"** «" d '» Mka r^ondhn s (266 c-267) ^ 

crr<cC^^^>>«— •““rvrr I 

ovWcs/in the end. These" are complete with all the integral parts (<>*»* j 
(266 c-267) " 

(vi) faq^nT: 

amft qitf ' 

n^ftrirpi: tjt%t&qnq3T git tt^gstt 

The i«.t hat bc*n t.aoOaled in accordance »i.h .he in.e-rre.a.ion of 'K*. Me uni 
The ItU na , ( . f fe soejtive fi/d f, but he does no! mention tltt * 

that each 0,1 ' r ,'^g.' ||lC | nsse ,is(tia. "rtnee tl i* said *Mlwet|uenlly in the tart',) 

‘h’r'lhc e (five proimlha-,) have all .he integral parts {a*ga;). it is understood .bat | 
lh.it the e < P , . |he elu i the r ccl of the o*ga s such ns tnun etc. have to bd<^ 

wng'n^heir'due ord«. Thus, in every riga. si* aiga s are envisaged by keeping »Mg 

^^o’dlnVt^SV ^f^^ ” ">»' ^kh is composed in four , Iga-, and four Mh* 

with podii-t at the end. ... i.-„. 

‘Interpreted as in the case of S.ha*go. espln.ned above. 

•fhat ii. these first five ptabttniha ... 
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T^: Wd 4 Sm.' $TOI: t-^*tl»»t«tl q*Il: I 
qtaqraqr*) tmj fcfcosq f<flqq»q 
aa: aaa a qfcqr srgqf afa a1a% i 
rwmrcj faq?t am^aT n^oii 

sfo faqqhwu: • 

(vi) Tripadf prabondha: (268*270) 

The first two pAda-s (feci) of tripadi have two garni s each: the third 
consists of four and the fourth of three ganas. Thus, (the four) pada-s have 
eleven garta-s of which the sixth and the tenth arc rati-gaim-s* and the rest 
are manmathagana s. (268*269 b) 

If, after singing the first two pAda-s, the third is sung partially in the 
first instance and fully thereafter and is followed by the fourth pada, then 
it becomes tripadi which is (composed in the karmlid* language and is 
devoid of tAia . (269 c-270) 

(vii) *(j«qtfM?ia: 

rdt stem aiar: ag: ail qs'aawigfa i 
arat favaiaaaana<#r HTgagftaq*) ii^ofn 
farlaaiagaaT ttqqs*qumsm t 

gOi *g«q|taa?a: i 

(vii) Catutpadi prabandha: (271-272 b) 

Wherein the even (i.c. the second and the fourth) pada-s (feet) are the 
sixteen syllabic instants (md/riM) and the odd ones (i.c. the first and the 
third) have fifteen (mAtrA-s) each with its two halves (embellished) by 
yamaka-s* of dilfcrcnt import; associated with solfa notes (xvaras) and 
auspicious phrases ( tenaka *a), it ends with the latter. (271*272 b) 

*R‘Ui gona f and kdma gan>t i are illustrated vide verges 61 * 6 $ ante. Manmatha is 
another name for k< f*?M 

'KanyVa is a name of a region in South India. It is variously identified with modern 
Matutrnslilin, Mysore, Knnnrn nnd an on Uf. Thf iltagtaphtcal Dictianarv of Ancient 
and Mrdtofvol India of Nando Lnl 1>ey). Its language may be tailed «>i kortapki 

% Y<tmaka is a figure of speech somewhat akin to rrlliieratiun. Yamaka implies the 
repetition of letters or words of different import in different feel (fd«Ai*«) of a verse 
Now, *K’ raises apparently a legitimaie question that wh-le rhr repented words or 
letter* of the two halves have to he of a different import mn bv the very tlrfinition i f 
yamaka the specific mention that is made in the test to tins effect would he redundant. 
And he answers the question to the purport that it is meaningful f >r those who consider 
yamaka to be in the repetition of words or leitcts of no different import or meaning 
(orrAd) but of a different implication or significance (IStparyn). 
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(viii) 

yxi w*™ * 

«qnt^>n ***?&**'' 

»W« 

npnfc*i*un mswfam sns^Tw*!' 

%fnfe* , TOi%wNl««*»tn V*'- U ^ V9 *" 

(viii) San ,lt,r, P r,,hon,lha (2?2 C ‘ 274> , .... 

. . , h tl . ir ji s(C ns (pdda-s) have three ganas and t 

Wherein the sixth and the cnch of which the Inst (gone) of the 

other four (pdda-s) have wo ^ p/lJa ^ u (he ba<ta-gana\ whil© the rest? 
tonttr (I* *“» ‘ - 1 ** 1 ',. Composed in eho k«, d|* 

TjK?rt'—* -»- -. . “ 

prosody- (274 c d) 

(is) 

qwimw^w' ^ ***** ^ * 

yx'fop feafo * 11 

am *«rctt«imnw 1 

fm#r* fc*' W 1 

fllili have I7»<> *<*»'»•» cath - r ii.. oiitli and the third piJa-*, •*•* h ,sl n" 1 * the *** 

•Of il,e three *.«« « «*" " f ,e ' ” , f pie ,, t ibe«l lo be the Ml***'- 

"CTi**r.- «. **- ~-2 s£ “ f 

r (pis <-*» ~ •*“ “ “ 

vide note above), are kamagana-t. sthdyi (steady) note sung In 1 

%ec 3.191 nnie. . - m the varieties of these proh* 


g&§?.M3 



(ix) Vastu-prabandha: (275-276) 

Wherein the first step (pdrffl) has fifteen »tffrd>.r (syllabic inslants) os 
also the third and the fifth and the second nnd the fourth have twevlve 
each, while the first half 1 ends with solfa notes [svara-s ) nnd syllabic sounds 
of musical instruments (pd(a-s), the second one with solfa notes (svara-s) 
and auspicious phrases (trnaka-s) and is followed by a stanza in dodhaka 2 
ending in tenaka, it is known to the wise to be r astu. (275-276) 

(*) faiiroiwtr: 

q* ftf: fqf: «nt: I 

»ftq% fira c rcfr fofa. fvutft qq: IR\>\9U 
sfq firwnrq^r: i 

(x) Vijaya-prabandha: (277) 

Where a victory is sung by auspicious phrases (rrwi-.s), solfa notes 
(svara-s) y syllabic sounds of musical instruments (pitas) and verbal texts 
(pada-s) set to vljaya-tAla* and ending with iena-s (auspicious phrases), 
that (song) is considered to be vijaya [prabandha). (277) 

(xi)fsmwir: 

qiqqq ITC** fast: fvt: I 
f fa fqqqqqwi: I 

(xi) Tripatha-prabandha: (278 a b) 

Tripat ha has three steps (pdda-s) (composed respectively) with the syllabic 
sounds of musical instruments (pdfa-s) panegyrics (biruda-s) and solfa 
notes (svara-s). (27K a b) 

(xii ) Wff: 

*q(: TO: qb?tfqq: Omqifqfq: ll^Oqll 

V(I|«IKW<U|I *)qf q^ 1 

I 

According to *K% here Ihe first two p&ia* j, as per general practice, constitute the 
fiist half and the last three pida-s constitute the second half 

*Dodhaka has already been explained as having three hhagana-s with two guru s. 
•Vijaya tAfo, as mentioned by # K\ is later defined ns nnd taghu'. Vijaya lit. 
means victory, in whhh sense as well it is used in the second line of the verse. (277) 
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(xii) Caturmukha-prabondha: (278 c-279 b) 

The four steps (pAdas) of caturmukha arc sung with sulfa notes (svara-s), 
syllabic sounds of musical instruments (pA/o-j), verbal texts ( pada-s ) and 
auspicious phrases (tena s) whice are (set) in the steady and other 1 tone- 
patterns (varna s) respectively. It ends in udgrdha . 2 (278 c-279 d) 

(xiii) 

fitgf l temyq : I 

(xiii) SimhaUfa prabandha: (279 c-280 b) 

That which is composed of solfa notes (.tvorn-j), syllabic sounds of 
musical instruments (pafa*s) 9 panegyrics {hlrudti s) and auspicious phrases 
(tenakas ) and is set in siAthalUa tAh? is said to be simhallla. (279 c-280 b) 

(xiv) 

n^ctoii 

sth fo a la B qH i: i 

(xiv) llamsallla-prahandha: (280 c b) 

The two steps ( pAtla-s ) in hathsalfla nre composed respectively with 
pada-s and the syllabic sounds of the musical instruments ipAfas) and are 
set in hamsalila tala * (280 c d) 


•Thai is, the fit it p*th is sung with staras ond the steady tonepniicin (vwna), 16 
second with pdfa-s and ihe ascending tone pattern, Ihc third wiih path s and (he 
descending tone-pattern ond the fourth path wiih trna-s and the circulatory (saAcAtf) 
tone pattern. 

Hiraha in this context is interpreted by *K 4 ns udgrdha and rightly so. 

'Sitohalita tdla is defined in Chapter V. 

*HatofatUa tdla is defined in Chapter V. 
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(xv) 

•rt: BTOfit *TH: I 

^rniHOHoiar n^txpi 
rfir tob?b«;«?: i 

(xv) Dan</akaprabandha: ( 281 ) 

in^'SV 1 kn ° Wn , ‘° ** Composed wi,, ' ***** »nd solfn notes |i W «) 

pr^M2 8 r re ' ma0y VariC,iC,? "" d ~ riW h «'* on 

(xvi) w*q?irx*rr: 

’SwrzBTRrn ta: s ft iT a i fr r x&*&. i 
rfrr *s*tcbb»m: i 

(xvi) Jhampata-prabandha: (282 a b) 

Jhampafa is sung injhampafa metre 1 with krld<) tola.' (282 a h) 

(xvii) 9 >?f*JTXnr: 

W 1!$** Mi qftiftafc ll^c^i 
xfa 9 ?*gBrw*T: I 

(xvii) Kanduka-prabandha: (282 c d) 

< n »?nT«nJ SSUng with ( '" d ?*' sounds of musical instruments 

{pitas) and panegyrics (btrudas). (282 c d) 

(xviii) fatrf^BSRfT: 

wre: bi£. qtsTOfcmf^. r? * t 

’Dontakah defined, a, also quoted by ‘K*, a, having , wo aa . gomi ., follotted by 
ra-gana s and is illuilrated ns under: 5 ca oy seven 

na rn ra ra ti 

in in sis sis sis sis m 

Thus it has twenty.seven syllables in n paAa. * ,S 

•Such ns caijavnltprapdta nnd praeita etc. 

*Jhampafa as pointed out by 'K\ is a varietv nf _a . 

(fce1) 1 • a variety of gdthd meter having three/*,A,-, 

*KHfd tdh H defined in Chapter V. 
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am TrnfiFsfasffT mi i 

nffi Itenwgrsr aw^oiigwf!: ns«svn 

sftr ftnur^rw: i 

(xviii) iyibbadgi*pfabondba^ (283-284) 

Tribhangi is said to he (composed) of solfa notes (srara-s\ syllabic 
sounds of musical instruments (pafas) and pada-s , and is fivefold viz. (i) 
(sung) with tribhangi tala\ (ii) (composed) in tribhangi metre 3 , (iii) (sung) 
with three Mta-s nnd rfiga-.t, (iv) (sung) with three metres, and (v) (sung) 
in the propitiation of the three gods 3 It ends with two cycles of tala 
(283-284) 

(xix 

tfimflwwmw i 

(xix) HaravilAsa-prabandha: (285 a b) 

HaravilAsa-prabandha is (sung) with pada-s associated with panegyrics 
(biruda-. »),' syllabic sounds of musical instruments (pdla-s) nnd auspicious 
phrases ( ttna-s ). (285 a b) 

(xx) 

qfor fawfrtffafssrfar ii^xn 
sfir I 

(xx) Sudariana-prabandha: (285 c d) 

They indicate sudar&ana by pada-s , panegyrics and auspicious phrases 
(re™-*). (285 c d) 


*To be defined in Chapter V. 

*Tribha*g i is a variciy of gAthi metre, as pointed out by K\ 

"Probably the trinity of BrahmS. Vi»nu and $iva. 

'According to *K\ as the word 'biruthih' (panegyrics) qualifies radaih, the pada-s as 
associated with hiruHa s may be sung as one part of the son* in the first instance and 
then pAfa-s and ttna-s may be sung as Another part. 
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(xxi) 

q?: firoMyijufinttf qsmrr i 

qvfffNiww nrnr: tg: urotf wf: n^u 

sRr fwn^pnw: i 

(xxi) SrarAnka-prabandha: (286) 

In svarAaka, the udgrAha etc.' are sung with pada-s, so |f n notes (svora-s) 
and panegyrics ( hirmfa-s ) respectively with one, two and three lAla-s it 
ends witli solfa notes. (286) 

(xxii) <sr1qt}qqqrtr; 

•qhroq: fmtm: q?£rfq qq; »*▼: l 
mWTRjunmft r?r:5r^q n>rf)fapr: n^evsn 
I Or sftvfcrsqm: t 

(xxii) Srivardhana-prabandha: (287) 

Srhardhana is (sung) by panegyrics (biruda-s) as also (lie syllabic sounds 
of the musical instruments (pAfa-s) nnd pada-s and solfa notes (svara-s). 
SSrrtgadeva has declared its ending with two cycles of the tala. (287) 

(xxiii) ^N«RST*.*8: 

fqqq^qqriq: *qTTTa*: I 

tjffl I 

(xxiii) lfar;avardhana-prabandha: (288 a b) 

Harjavardhana is (sung) with pada-s and panegyrics (biruda-s) as also 
solfa notes (svara-s) and the syllabic sounds of musical instruments 
(pMa-s).* (288 a b) 

' K* under.lands mtiApaKa and dhrura as the Ollier two, while ‘S* lakes ilhrtna and 
Abhoga instead. 

•*K* offer* no comments. 'S* says that hanarardhana is composed of pada-s and 
biruda $ only. The text clearly suggests that it also bus iiwo i ami pAta%. KumbhBdcs- 
crihes it as having five integral parts (a*ga-s) v\r. pada, biruda, .«iwn, pdfa and tf/a in 
this very order <cf. S. Raj, vol. 11, 2AAM). 
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(*xiv) «rrros*9 i 

®si* ss* wrsreipnnmj u^Bq»» 
astq«mr wlstf ®n*nqss«3?i*{ \ 
as* *rcg*s?i sgnipm: u^ctii 

ffrT ssroiwr: i 

(xxiv) Vadatta-prahandha: (288 c-289) 

Vtidana is (composed) of a cha-gana ,* Iwo pa-gana-s and a dfrgana follow¬ 
ed by an antara 2 full of solfa notes (siwc-s) and the syllabic sounds of 
musical instruments (pdfa-s). Similarly, 3 t tpavadafta is formed with a cha - 
gana , a ca~gana t a da-gana, and a ta-gano; and likewise, 1 with a couple of 
cha-gmw-.r t a da-gatta , a ra-gana and a ta-gana, vastuvadanam is composed.® 
(288 c-289) 

(w) 

Tint i 

unit slwmnT: rpY wsmmgat 

m ht$h: <rt: I 

Bter?n3n» iauls u^ii 


(xxv) Caccarf-prahandha: (290-292 b) 

Where many steps ipdda-s) of sixteen syllabic instants (matrix) each are 
composed in allitcrntion in sets of two in rdga hindola with caccari tdla 
caccari is sung in prdkrta pada-s in the spring festival. (290-291 b) 


‘Thai is according to the interpretation of ‘S’. However, according to ‘K* the text 
implies two cha row x and two pa ga»a s. It is also possible that ‘S’ might have had a 
slightly dillercnt residing in his MS. 

,#K ’ interprets an far a to mean rfArmvi here, being in the midst of udgraha and dbhoga 
and not the antara that arises bclwccn dhruva and &boga, *S* interprets it as the middle 
portion. 

’"‘That is, with xvaurx and p&Uv$ forming the antara. 

• 4 S* icminds iis tierc that cha-gana has sis mdfrars (syllabic instants), ca-gana has four, 
ta ga*a has three and da-gar.a has two rtnUrd-s each. 
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with gfwtrtVZ o!hrm«l ( SiLTMrl',t mC ' rC ° r W " h kr,{hUii{o ' <* 
•heir names to it.* (291 c-292 b) ,scs on prosot, >' **»at lend 

(xxvi) 'Sqfsrqni: 

qrosromrcitrnm 

3n * n7 * TtfhrrT wts fWhnfqmwr: i 
w fNr jptrf MU?|| 

rmmrr n gqfgtn i 

Hsqwqt , T n ^ y:| 

(xxvi) CaryA-prahnndha: (292 c-294) 

the metre is completed or not compieLl'"complete),. accordingly as 
sanvidhruva and vi,amadhrma* as it is sine hv if “ ,wo * foW viz. 
piida-s (feet) or of dhruva only, (293 c-294* ** ^ rCpc " ,ion of a » (he 

(xxvii) 

VTBwwmun sg OHHa r gm t 
fx^: fSTSTsp# sstf «^ r 11 ^* 1 , 
sfir<nnrforani: i 

•Ktia-rtla is lo be defined in Chapler V 

coJpd iMhiSVCryfW * ' 8kWOn *«■* par.icu.ar me .rein which * h 

foon^fcK 

an unequal dhrwra\ ‘K‘ think, that ,lh,u*>. in This conlcxt'"'’'''^"^ ‘ havi "8 

that is the other correlate. Accordingly, if dhruva and fo -a w refa,cd *° «fatffcv sfnee 
prahandha variety ofrarya i, M modb,L. but if it , l '“!^ en *° •» «lual. that 

than udgrdha then it i* vlramadhrma. However 'S' [Tf , rJ* ' ma,lcr or grater 
him if all the step, (pido-.t) are repealed, it i. AcCOr<1in * '» 

repeated „ „ called rll n mo dH„,ro. The translation rep"^ inf 
text. I resents tins interpretation of |h c 
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(xxvii) Faddhaifbprahamiha: (295) 

Wilh the par/fl-endings equally (adorned) with alliteration paddhatfi I. 
considered to he composed in p :ddhadt metre with panegyrics (blruda-s) 
ending with solfa notes (stores) and syllabic sounds of mus.cal mstni- 
ments (/x‘j/a-').' (295) 

(xxviii) 

iT5f *tJlH qsiHxftMfsjfifJ I 

agfawvn: mq ngit ti^CV 1 

qigAffl**: i 

(xxviii) Rdhajl-prabandha: (296) 

nalmh is known to he composed or many steps {pdda-s) with battle 
description (arousing) the sentiment of heroism. (296) 

(xxix 

faW&gT ataft I 

ifh4Mranr:i 

(xxix) Vlrtitrl-prabandha: (297 a b) 

VirairJ is sung ns composed with pada-s and panegyrics (Idruda-s). 
(297 a b) 

(xxx) 

qwq qdq qrercN qr ?>h: ii^tv9ii 

(xxx) MahgaldcAra-p'obandha: (297 c-298 b) 

MangalAcAra is composed either in prose or verse or in tolh. -I*is suog 
in kaiiiki- rAga with nihsdru fd/nand solfa notes {svara -»). (297 c298 b) 

••K* interprets that in the first hair birmtr* with )«« » may he sung nnrt In the ^ 

second bbmbr$ with pdfrr* may be sung. . 

point* out that *«»»» i* a Hi*>A-r*ga ot lutl<lhara»cama. 


(xxxi) OTHWqrtr: 

ftriWt *RH: qflfHfqqpft ftq mffl qi H 9 C.cU 
qgfq 5 ^o*|: q^farofaw qnnqtft I 

r*rrpj eft qr qt wiPw: air 119^*11 

HU I fqqj iftfeqqqV faqi) fqtgjgtfq): | 
sft af> q*s q 1130011 

srq?( wrrqqt q: RTej qrroqr^ q 1 

qs-qi) qmD qqr 1130 {n 
q& 8 S*»^ qi 5 q?q|tj> q*qmt fqs*q) qq: I 
amftfqqqqr) 5|*rt qqmfqqqTfqm: 115 o 911 
qqq^m qr qqq) ?iq> q) i 

5 fir qqqqqrq; i 

^ (xxxi) Dhavah-prabandha: (298 c-303 b) 

Dhavah-prabandha is threefold viz. kini. vijaya and vikrama having 
i.four, six and eight pAda-s (steps) respectively. (208 c-299 l>) 
i ,f ,he 04,(1 (e-8-1 he first and the third pdda-x) have a couple of cha- 
Uopa-s 1 and the even (e.g. the second and the fourth piida-s) have cither a 
^tfl-gona or a da-gana in addition, 2 it becomes khtidhavah. (299 c-300 a) 

\ The first - second, fourth and the sixth pAda-t <»f rijova have two </,»- 
Sio»o-.r each and the other two (i.e the third and the (Iftli /.,},/„.*) have one 
£ tha-gana or pa-gana in addition. (3<M) b c d) 

Wherein, the first step ipAda) has three ra-gana-s and one da-gana and 
'the third has three da-gana-s . the fourth and the second have these 1 (very 
^gana-s), and likewise 1 the fifth and the seventh too, while the sixth and the 
^eighth have four da-gana-. r, it is considered to Ik vikrama. (301002 b) 

| Dhavala is sung with (words of) blessings employing the word dhavala* 
i' or sttch other words (of similar import). Dhavala is sung even at discretion* 1 
> according to the popular tradition. (302 c-303 b) 

’Chagma has six mi/rd-t, therefore each pida would have twelve. 

. * T °-ga-'a has three and dapa^a has two m Air At respectively, mi each or (heve pAilir-s 

^Would have f fleen or fourteen mAtrS s. 

’According to 'K it means that the fourth pAda lias three ra-gapas and one da-gana 
ad the second pada has three da error. 'S' does not elaborate it 
''K 1 interprets that the fifth has the same as the fourth and the seventh has the same 
I Ihc second p/fdir has, ami 'S’ agree*. 

'Dhnvala lit. means bright or clean, pure. 

^Ibat i% not necessarily in Keeping wilh the nbpvc pi escribed rule?, 
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(xxxii) 

m ^ q * : «*•*» 
fawfafimit *ro it 

?fa n^sr*R»:» 

/___::\ Maiiealtt-prabtindha: (303 c*304 b) » 

(303 c-304 b) 

(xxxiii) 

ran*** m«gH ^ *5" TT * mI °* u 

aftqtq? a** w*ft i 

-Jfqinri *r«iwt f** ,: U *°* U 

jUlfqqctTRin: ttwtwiw q| *1% 1 
®fqlfna|rwt« "3°V 

piNta*** - - 

/_ x .:ij) Oyl-prabtirullui: (304 c-306) ...» 

Ovi, as described by the experts is rang in a Jocal draleetm ^ fc) | 
full of alliteration ami emp °y'"8 repetition of one or more of lt*^ 

;rCw » >•« -»«-—5 

(xxxiv) 4ft*fcW*»: 

*P«Hfann HT ^ : q * : 1 

n! * dWHWm «*& *" n * oV9U 

^ . ■ Wi is sunE by the experts in three parti ; 

**. l„ «- - « 3 


(xxxv) 

^(W! WWRI Sltii rflftni^ftqiTl'R: I 

rrm m mrHTi7Tfq^%n n^oeit 

8% fa u flww i: I 

(xxxv) QhoUart-prabandha: (308) 

When dohada 1 is furnished with the word {ihollari in the end, it is called 
dhollarl (if) embellished (i.e. composed) in M//* (language). (306) 

(xxxvi ) tp^srqnsr: 

arjSHqJTHiq' I 

affMI+flWfrlt q fr t wVwwm I 
«ftwnou§ writ mRqnftqqfam: tt^ ? ott 
?fk fqqqO'rrqqntT: I 

(xxxvi) DantUprabandha: (309) 

If (a prabandha) excelling in alliteration has its three parts provided 
with the word danti at the end, it is said to be daniL (309) 

Among these prabandha-s however fihhoga has not been mentioned; it 
may be understood to be composed of pada-s. However, the four 
prabandha-s such as ovi and these following it are devoid of dbhoga. (310) 


* Dohada has already been spoken of vide 308 ante. 

*M(i is the language of the I A fa region which roughly corresponds to southern 
Gujarat including Khandesh, also identified by some with central Gujarat or the whole 
of Gujarat tef, The Geographical Dictionary of Anient and Median-rat India by Nundg 
la! Dey). 
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*4lp«r: H 

TOTOTOI?»«R%fa P T8q ^ 1 

H«ifit: p r yrftqsifo" ^ ™ »>* * U» 

®!«HW*!?S?tWI<U«'Sl 1 ^WuMll'l I 

rwiftgatort prnp*^ w: w * nu 

snfnra^rwsMfi ^ jo?T , »na*?u| 1 
fnfarT: g*p: *t* WWPI ^I 1 ^ ^ H *** " 

3TTO* WSTHtft *^5nf?TO"5f 5 WTWI: I 

vg'nutettit us qwiwftwft w ** u 

SECTION 5 

Sahgasilda Prabandha-s 

troductt > > iurftlha' and r/rm-dtogn. 2 ^r«A//ifl, as 

s&t z »''■■ f* 

”"' 0 - '■ e “" i,ri 

•A*.K«,«u»,''«■ 1111 “““*"■'W»»^ ; 

iwn in Ibrofy. . . i m ua t | on of UuMha. Me explain* the W«rd ji 

•CMv»l«xa. »* « luc,dn,cd w^A mUarily) and lagaWi. that which follow*) i.e. *h*>J 
,<(, ulago a* a compound of <+*}4 <*«n<'a ^ luMh „ prahanl , ha an< J follow* its render- - 

—«»>***• ** "‘'’" i “"’ , * "s | 

frigid in the observance of it* TU '** ^^ 4 "note i.e. from rM to i«<ifW conaW ‘ 

•The eight r rohaaM,rs enumerated vide 23 c » 

Hte <»./.«»» *«•'••■ »» d "> csc luvc 7 1r | C vide wV«4 i c. from rfAnm.to tUaW constitute 

- * - “':. 

’"s;..,... 

t>f fact *S* explicitly identifies Scana wi . that t h cre ; s n n apparent cotr^ 

purport of the commentators* elucidation^ ^ ^ (|>rcMim!lWy nhnraUK^ 

ici's^Vrrdl^’ ^ nni "» V ' Hh fM U ’ * ” PW 15 “ 
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to be chUySlaga, in the contemporary practice,* because of its similarity 
with the iuddha (forms), it is (considered) iuddha . The (slructurnl melodic 
forms) described (in the text) from JM to aniarahhd$A? as also the 
prakarana songs 2 constitute the iuddha. In this context, the iuddha stida has 
already been described and it is the salagasil(la that is being dealt with. 
(311-313) 

The first (among the sdlagasuda prabandha-s) is dhruva followed by 
man (ha, pratimanfha , nihstiruka* addutdh^ rasa and ekaUllh so it is 
thought. 0 (314) 

Stltfa is classified as iuddha and chaydlaga , which expression is by itself 
significant. The author has himself pointed out the fact that Bharata 
considered even iuddha siida prabandha-s such as eta and others to be 
chaydlaga reflecting, in his opinion the nonconformity of sit da prabandha-s 
to jdtbgdna and allied forms of mArga-musk. But lie elucidates that it 
being so in his time the eld and other prabandha-s had acquired the same 
inflexible adherence to the rules* and were thus in contradistinction with 
duly a lag a s u da-prabandha-s , similar in structure and design to the iuddha 
(mdrga) form of music. Thus, the iuddha-snda-s arc distinguished from the 
chdydlaga prabandha-s on the basis of similarity in structure and the 
technical rules of performance. However, it could be deduced from what 
he writes on the whole that, the sdlagasuda prabandha-s do not follow the 
rules of iuddha music rigidly, though they retain some structural similarity 
with the iuddha-suda. It is notable that ‘K* defines iuddha as fast r ok fa- 
niyama-pravartifa i.e. promulgated in accordance with the rule of theory. 

(i) w*sfs?nr 

(*) STfHfPT 

qnvigfsvru: wiwftpi?«ra: sot i 

r*f*|*si 

that he classifies them os buldka in the contemp<Yrory practice? The author himself, 
elucidate the commentator*, explains that it is because of similarity of form. 

It is a settled fact that llharatn docs not speak of pmbtuutha-x and therefore he 
cannot be an authority for r/i etc. being considered as iuddha. To &ffrftgndeva, what¬ 
ever is spoken of by Bharata is included In iuddha. but that is not the case in this 
context. Hence, by implication, they should be considered to be jfi/nAr«. However, since 
the group of fM and other prahamiha-j referred to here as Wd/w were strictly regulated, 
they were assigned to the category of iuddha on the analogy of jo ft etc. 

l lA*ke (lit. in the world of) performance in contradistinction with theory. 

’Thus, the iuddha includes the Mti-s, the kapMa and kamhoUt garni .t, the gtfi-s* the 
grdnurrdga x, the upardgfr.t. the birffd’. #, the vihMjd s t the antorabh^jd .1 and the 
prakara\a glfa r. 

• 'The fourteen prakarana and other gUaka-s arc given in tnhhlhyova i.e. Chapter V. 
t - *Also called nihsAru. Ad. ed. reads ttisAru^a. 

*Ad. ed. reads ajuifita. AddatMl is the name appearing in S.If. Chapter V, 

•That is, it UdagasOfa) is classified into seven prahatulha-s. 
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?rcft rg«">« wra uoihiPihh i 

n^qtg fj $W>i * «t«4y^aT RTR l»3 tV‘ 
s^qijwrcrero ’R *mr: h tjssft h^t 113 ^vsii 

(i) Dhruta-prabomlha: (315-332 b) 

(a) The characteristic features: 

In dhruva, the tidgriha consists or two parts having identical tonal struc¬ 
ture,' (which is) followed by another part 8 in a somewhat higher range (of 
notes), the three parts being sung twice. Then dbhoga is rendered in two 
parts, the first of which has two portions* of identical tonal structure and 
the second is higher (in pitch-range). The name of the hero is indicated in 
dbboga ‘ which, according to some, 5 is partially sung in a higher pitch- 
range. It* is concluded with the first part of the udgriho. (315-317) 

(sr)for: 

t^qrprcntflfTRT si^sli^UHtirHd! I 
qps: ERT: qtar t£: TOferciTOITraft II? ^11 

sininsRiTt n?HH 

fasuroroR SfRwnrpptf i 
fHHWl) FrfR<TC%fHRHiSRRt q^nf^RT: II??oil 

anfanfr R writ i 

rt rvh* *m: ii?^?ii 

gfaingR 

ngrt ?W: rsr jiutOnRi i 

•Tlie implication seems to be that the two part* nre compose*! In n different verbrf ; 
structure. 

•'S’ identifies this third part ns an torn. 

•Khan Jo as used here actuatl> implies an upa-kha«4a i-e. a subsection or a portion of . 
the khanfa (part) spoken of earlier in this verse. # 

*The pronoun awti is used for rfWwjrtf as elucidated by S . 

•JCwwrVf lit.'somewhere* is interpreted by 'S’ as 'according to some*. It may bo - 
noted that it is already provided (vide verse JIM that the second part of dbhofa it to b0$ 
sung in a higher pitch-range. 

*lt refers to dhruva. 
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sfarrai&R *nf i^ f*umuigit jnng 1133311 
vtrwI Pnnott fnfjR: 1133*11 

fR:HTStTTff?l: 1 

*urrI slr^ipT 'p'mritetiffor: 1133XU 
51^ r •Tffrt qfirww nh^ t 
RsfteRRT: rrtSirt: 1133311 

jrffTRosR 1 

tjrnt fjRtam%R fs5m> %§T?g^ 113 31911 

RIRTSt HMI spit RkmfffRffRfl: H33t;|| 

RtarmSrsr sft r swsyg i: i 

OTRftHRRlfMR: 1133(11 

str r * 3r^rT qiitaa 1 

SfiTq«aR RfafT: frafa?* H33el| 

Wlff^rsmT: W3n$ SOSff h RRf | 

ift RRRtnftsj rn^fw^ipn fifilt 113 31II 
fTRR§R>H (T^RRl'RsgfrmTTR: I 
3% tronro: 1 

S (b) The varielies of dhruva: 

. , S .' X,een dhruva ' i ' are obtained by successively adding one syllabic to the 
|imtial eleven syllables upto the maximum of twenty-six syllables to each 
f Part (khanda). They are respectively named jayanta, sekhara, utsdha, 
modhura, nlrmala, kuntala, kdmala, edra, nandana, candralekhara, kdmoda, 
ftljaya, kmdarpo, jayamahgala , tUaka and lalita. (318-320) 

(These are described as under): 

I. Jayanta is sung by the sages in ddi-tdla in the context of conjugal love 
jfjrngdra). It is believed that it prolongs the lifespan and increases the 
prosperity or the hero, the listener and the singer. 2 (321) 

y 2 - Sekl <“'*> is (sung) in nilt.iAru (/,«/«) in (the context of) heroic sentiment 
pfro) and bestows accomplishment and fortune. (322 a b) 

*The varieties of dhruva prabamlha are meant. 

lit. Tire singer, also stands for the composer. 

Incidentally it may be remarked that the specific merit of singing these particular 
stations of dhruva is also mentioned by the author. 
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3. Utxdha is (sung) in pratimantha (tdia) in the context of mirth i 
ami it advances the fumily line. (322 c d) 

4. Madhura is sung with hayaiihutdla in (the expression of) pathos.lt! 
bestows worldly enjoyment. (323 a b) 

5. Ninnaia is (sung) with kridd tdia in (the context of) conjugal love; i 
spreads glory. (323 c d) 

6. Kuntala is (sung) with laRhutekhara tdia in (the expression of) astonit 
mcnl or wonder (adbbuta). (324 a b) 

7. Kdtnala is (sung) with Jhampu tdia in (portraying) love in separatfa 
(vipralamhha): it bestows attainment. (324 c d) 

8. Cdra is (sung) with nihsdru tdta in the heroic sentiment; it endovi 
gladness and upliftment. (325 a b) 

9. Nandana is (sung) with ekatdli (tdia) in (the expression of) heroii 
and conjugal love; it bestows desired attainment. (325 c d) 

10. Candraiekhara is sung with pratimantha tdia in (the expression 
heroism, mirth and conjugal love; it bestows desired rewards upon 
listener ns well ns singer. (326) 

11. Kdmada is (sung) with pratimantha tdia in (the sentiment of) conjug 
love; it fulfils the most desired object. (327 a b) 

12. Vijaya is sung with dvittya tdia in (the expression of) mirth, 
bestows longevity upon the hero ( netd ). (327 c d) 

13. Kamiarpa, having the approbation of sada4ivn is (sung) with ddl-tdi 
in the (context of) mirth, conjugal love and pathos, and it afTords wordlj 
enjoyments to people. (328) 

14. JayamartRola is sung with kri{ld tdia in (the context of) conjugal lov 
and the heroic sentiment. (329 a b) 

15. Tiiaka - the variety of dhrnva called tilaka is sung with ekatdti (M/fl 
in (the context of) heroic sentiment and conjugal love; it insph 
enthusiasm in men and bestows victory upon them. (329 c-330 b) 

16. Lati/a (is sung) with pratimantha tdia in (the context of) conjug 
love for every attainment. (300 c d) 

The rule pertaining to the (use of) syllables 1 may be applied to all 
parts (ktnmifa-x) or to two only. (331 a b) W 

Whoever sings the jayanta and other prabandha-s 2 by the present 
method with an efficient mind, to him accrues the reward of (performlfl 
all the sacrifices; so it is declared by Bharata/ 1 (331 c-332 b) 

A reference may be made to Section IV of Chapter I (verse 90*S 
wherein the suddha tdnas (combinational note-series) are linked with l 
names of vedic sacrifices and are said to yield the very same fruits to 1 

•The rule prescribed vide verse no. 318. 

•The sixteen varinlions of dhrmtt are meant. 

*As it ho* already been pointed mil, Bharata does not mention any prah 
but this statement has been ascribed to him on the basis that whatever musical fO 
were strictly regulated were ultimately traced to Bharata in their origins. 
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users of those tanas. Here, the same line of thinking is extended to the 
dhruva-prabandha-s. Each of them is capable of producing a particular 
benefit for the listeners, the singer and the hero as well, not only in terms 
of worldly prosperity and so on, but also in terms of adnta (the un¬ 
foreseen) results that are usually obtainable through the performance of 
vedic sacrifices. In other words, the term chdydhRa becomes significant as 
the reflection of suddha siida even in this respect, since suddha ns such 
being gdndharva i.e. strictly regulated, is capable of adnfaphaia (unforeseen 
other-worldly results), (cf. ‘K* on verse 332) 

(ii) WWW. 


(*) 

m: wprm fircmY fofrretem : i 

ammm: jftar: wit i 

(ii) Manfha-prabandha: (332 c-338 b) 

(n) The characteristic Features: 

Wherein the section called udgrdlia is provided witli either two pauses 
(yaii-x x ) or one slop (r/rama), 8 the section called dhrma is (sung) twice 
Followed optionally by amara; and wherein having sung that ami having 
returned to dhrura, iF the ilbhoga is sung once and the conclusion is set in 
dhrnva (by a singer), it is said to he man/ha. It is (sung) with man/lm-iMa. 
(332 c-334 b) 

(«) for: 

SfvTI'?: qirfo? *1*3% tTrTT: i 

fo (forlt n 33 *ti 
snrfaut fo) nufo qnnn?mrr i 
fo fo mnt n 3 ^ 5 11 


'Yati, in this context, is not used in relation to lila but it signifies a metrical pause, 
a caesura provided within a pan ikha\<fa) of a song. 

U'lrdma (lit. a slop) is similarly used in the sense of a pause. 
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ftrtrapta Tlr ^ firaW'fc 113 3 »o 

f*rrmpa^a5?i?a'5 !! n «Tnr?ftsfij5t i 

sfa CTOJTiRT: i 


(b) The varieties of may t ha: 

Six varieties of manlha arc accepted viz. Jayapriya, matt gain, sundaro, 
vallahlui, kal/lpa and kamala. Manlha M/a (too) is of six varieties by which 
the prahandha ’ is distinguished. (334 c-335) 

(These are defined ns under): 

|. Jayapriya is sung with the manlha (Mia) having a ja-gaya 2 in the 
(context of) heroic sentiment. (336 a b) 

2 . Mw.gala is (sung) with (manlha Mia having) a hha-gana in the context 
of conjugal love. (336 c) 

3 . Stmdara is with sa-ganaP in the same 1 rasa (aesthetic delight). (336 d) 

4. Valluhha is with ra-gnna in pathos. (337 a) 

5. Kal6pa is sung by the experts with a na-gana ending with virUma * in 
(the context of) mirth. (337 b-d) 

6 . Kamala is with two druta-s * having a vlrimdnii: and a lag Ini in the 
sentiment of wonder. (338 a b) 

(iii) STratroSRftJ: 

1133*11 

avn^rt fating sffnmR* i 
era «r nfatro* fn^rn sfsnro*: 11335.11 
ttgtrf glsqr ra rrft fronr: i 

«urc> 3 ^t%*t w 113*011 

vinnt i 

1 ROpaka is another mime for prabandha. The purport seen* to be that the six varie¬ 
ties of form die distinguishing feature of the six varieties of manfha- 

prabandha* 

*Manffttriata is described fully in Chapter V (see verses 277-278), It has a ja-gana 
(ISO, or bha gay a (S1I). 01 sagarja (IIS) etc. in the beginning which is followed by Tour 
faghu s arranged as a gum and two foghus and so on, differently in different varieties (of 
rtwnfha) which is said to be of ten types. 

•That is. in manlha-tfla with a sa-gana. 

♦That is. conjugal love. 

# A measure of time in deii-t&fa-s (Chapter V). 

* Druta is a measure of time in tala equal to half of bghu. 


ffTClW: SfRnwtsrt 

vra^nrr%Ti*rn i mff i mT: i 

5 ^ » i 3 H 

sffT 1 

(iii) Pratimaylha-prabandha: (338 c-343 b) 

The character of udgniha and other sections of pradmanfha is similar' to 
that described in man/ha, yet certain specifications are being laid down in 
each case. (338 c-339 b) 

To begin with, pratimantha is sung with pratimay(ha tala. 2 It is fourfold 
viz. amara, lira, victlra and kunda. (339 c-340) 

(These are defined as under): 

1. Amara is (sung) with one guru and is employed (in the context of) 
conjugal love. (340 c d) 

2. Tttra-pratlmanfha arises with two druta-s ending with virdnuP followed 
by two laghu-s; it is (sung) in (the expression of) the sentiments of heroism 
and wrath. (341) 

3. VicSra is (sung) with three laghu -y ending with a vlr/ima in (the 
expression or) pathos. (342 a b) 

4. Kunda is sung with three laghu-s having the middle with virima and 
is (used in the context of) wonder. (342 c d) 

According to the experts, these four varieties are also sung in (sentiment 
of) conjugal love. (343 a b) 

(iv) Otsttstotto: 

53 ft ftsnwt f|: 113*311 

$J*?H??3STS?nTT: THTTl gl f s aaKm r I 
fa5TT51$%lfT IT STfaRT: VffiTO: 03**11 

XfTTOTfff nt> ST$^ | 

'Pralimaifha has the same general features as manlha but it is distinguished by 
rratimanjha tita which it employs, and by the rojo-j with which its varieties arc 
associated. 

i e 'STST*" ,ih is defineJ in Chap,ef v im a) as having a s<rgana or " bhttg0 ” a 

rratimw iba tala is composed of so gain or hha gana as shown above and in any case 
has one guru and I wo laghiv s arranged in a different order. 

yirima, in this context, signifies a measure of time used in deii idlas which is 
equivalent to half of the unit to which it is applied e.g., druta virima means half the 
measure of druta being added to druta* 
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y q faww muul f«mnb«i£flB*n<T n^vstn 

tppmft «pvai h i 

wf* stantar: n^Vi 
*ra*nns ffffijijtfjPBrft mfewiw: i 
qqtft ^mFffsnmwirt *n^ imfftfift hp>: u^vwii 
fq:mwqq*q: i 

(iv) Nifuilruka-prabandha: (343 c-347) 

Nihs&ruka is composed in nihsfiru tala as spoken by the wise. (343 c d) 

$&rhgadcvn has declared it to be sixfold viz. vaikunda, dnanda, kantdra^ \ 
samara , vAnchita and vliala, (344) 

(These are described as under): 

J. Valkunda is (sung) with two druta-s and two laghu-s on auspicious 
occasions. (345 a b) 

2. Artartda' is done with two druta-s ending with a vfrdma, in blissAd 
enjoyment. (345 c d) 

3. KAntara is sung with a lagha and a guru in (the context of) love In 
separation. (346 n h) 

4. Samara 2 is (sung) with two laghu-s ending with a vlrdma in the 
heroic situation. (346 c d) 

5. Vmchita is (sung) with three laghu-s followed by two druta-s; it 
bestows the desired (fruit). (347 a b) 

6. Vliala is (sung) by one lagUu and two druta-s followed by a laghu in 
(the context of) the union of lovers. (347 c d) 

(v) a?f?n*rsnF«i: 

wffn^f qfaflfira: i 

fa s pr& fh q qVr qtengqqr i 

wyiwit fa*** 11^11 

HnVfTj’in l 

5TF5* Hasten 


•*S* say* lliat tnatufo is popularly known as rfpaka. 
•According to *S* samara is popularly known os jambun*Ha. 
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jrl i» ^ ? n 

firsromV ^, 

arjfirasnrq: i 

(v) A44at& ta-prabandha : (348-352 b) 

oitT h kD<,w " 10 h ( “"" ,osrt ’ in ”« «*> «■»* 

The son of Sodhala 2 has declared it to be «i*frtM »/ 

Ma y cdra t makaranda and vijaya. (348 c-349 b) nt ' <a ” ka ' Xa ” ka > 

(These arc now described as under)* 

Mhm ** ~ —• 

■ —- 

4. Cara is (sung) with a couple of druta-s followed U v * t i . , 

guru in (the context of) conjugal love. (351 a b) °* n " d a 

. .. '«.<* 


(vi) Trq=rqqjtf: 

tsqhft S7?> *»*: i 

aronqmnjqimrri*: *> 5 * 

qrqt fr w i *geft 1 

q?*»tfft rraqrt qiq^sv^rnrq: 1 

anvnqitijtmiq *«fsr: m w „ 

qqj f|rnr>8l4«l(!q.rMq| | 

sfq Tmqtqqyq: | 

l AHa,H« is defined i n Chapier v (20J d and 31* . m . 

bM .r” ***V wnder ,he «■«» of "tWw-t/o. also called bv B Lr V ’" 8 °" C f, ’" oweJ 

riiat is, Sarngadevn, the authp,. by somc a ’ 
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(vl) RAsaka-prahondha: (352 c*356 b) , 

RAtaka is (composed) with rAsa tAla; it is demonstrated by Silrrtgadeva 
as fourfold viz. vlnada, varada, nanda and kambuja. (352 c*353 b) 

(These are described as under): -i, 

1. vinoda has AlApa (sung) at the end of the verbal content or dhrwa . 

(dhrurapada); it (expresses) the feeling of curiosity. (353 c d) . 

2. Varada has AlApa in the midst of dhruva and is (sung) in the propitia- .<j 

tion of gods. (354 a b) , : 

3. Nanda is the rAsaka in which there are two sections ( khanda-s ) of ' 

which the first comprises AlApa; it bestows prosperity. (354 C-355 b) • 

4. Kambuja has AlApa in the beginning of dhruta; it is (expressive oO 

pathos. (355 c d) ... 

In all the rdsaka s . the udgrAha is conceived in two parts (khanda-s). 

(356 a b) - 

Mr * m n w 

T*TT I 

TTffeTfTO^n|fts?Tm?qWTfalTO: IIU^" 
qfWTOt TOTTTT *8 TOJttfHt: M%TT I 

faro* nTOTummfTOtTOT: \\\^w 

E H t K Tl tnqfH^n^5in8Jtr«TJ() I 

srnrnr) nwwPw w Wfiwi tot m ^ oil 
to qrftircnfcr i 

5% HTTO^STOTOT: 

(vii) EkatAll-prabandha: (356 c-361 b) 

Fkatdll is composed in ekaiAll lAta; it is threefold viz. ramA, candHkA 
and vipuld. They arc defined (as follows). (356 c-357 b) 

I. Rama is that wherein the udgrAha, having two pauses, 1 is sung once, 

‘This has been tinnslatcd according to Ihc interpretation of 'S' who seems 10 ham 
had a dilTcienl .ending. *K\ as also the test of Ad. ed. reads SMtdrbaU but 85 
teems lo read sa^ttMvhati, 
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while the antara' is composed of words;* it is for the prosperity of the 
singer and the listener. (357c-358 b) 

2. CandrikA is that wherein udgrAha has two parts and the antara * 
consists of AlApa. It employs many druta-s, pauses (yatl-s) and is rich in 
alliteration. It bestows immense fortune. (358 c-359) 

3. VIpulA is that (wherein) AlApa is done before udgrAha; it is extremely 

delightful. (360 a b) 3 

The singing of gamaka-s (shakes) in Alaptl without (employing) words is 
considered to be Alapo. This has also been called prayoga by S.Vrtaadeva 
(360 c-361 b) 

sr^nJTrsfmrftfatnfr: 

(*) TOqifqtn»r: 

(i) 3TPTTOTO 

yntfam qtq|[W to TOvgro*? 113^11 
Tliw «TTjJ*Tl§TOt TOT TTTTOtftiq: l 
Tm: TOPTTOT«?q: 

TintsT^q *rnfteg torn i 
TOItoTrSito: ll^^ti 
tfmnt 8TOT TOT I 

HTfTfWTTOtsnta fTOTT^HT TO") TO: || ^^y|( 
d(j|»q ITt»TO*?TTOTO$: I 
3ftl*|q*qqfm TTOT TOrTf qSlTT 11 ^ 1(11 

SecrtoN 6 

Criteria of Critical Evaluation of Prabandha-. r 

(a) Critical classification of Rilpaka: (361 c-373) 

(i) Uttama-rdpaka-s: (361 c-365) 

The best rdpaka-s embody excellences/ arc free from faults* and are 

pari or' hi " "** ° r ' he *° rd *" "' f * hows « hal here refers loa 

'from this K' infers that udgrAha consists of AlApa. 

According to *K‘ antara means a pari of dhrum. 

|The excellences of singing as described vide verses 374*379 b of this section 

■The faults or the blemishes of singing as described vide verses t79c j«0 pf this 
Km|Oh* 
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(marked by) novelty. (361 c d) 

A nlpaka acquires novelty by employing new rliga-s, new tonal and 
verbal structures, new tdla-s, tempo and specific compositions (aufava-s). 
(362 a c) 

Rdga gains novelty by employing different stMya-s? the tonal structure 
(becomes new) by inducting some of the aspects of other rdga^s* and the 
novelty of verbal structure is obtained by modifying the subject matter, 
and through different rasa -r and figures of speech employed. (362 d-363) 
Novelty of consists In the special tempo* 1 \tayd) and graha* 

(commencement). The tempo ( faya ) becomes new by (patterns of) rest 
other than those inherent in Mia. (364) 

The specific composition, also in other words called autfuva, gains 
novelty by employing new elements of prabandha such as metre, gana 9 the 
grahtr 1 and the conclusion (nydjo).* (365) 


(ii) fftfPTCT** 


(ii) Madhyama-rfipaka: (366) 

RfipaktP is known to be threefold viz. parivpito , pad An tar a and 
bharljanisathfriia ; so is it declared by &nrftgadcvn. (366) 


'Sththa is defined as g It Morava i.e a constituent pm t of the melody. The .» (h&ya* 
have been dealt with in Oiapler 111. 

'RAg&toia, «s defined by ‘K* refers to the constituent parts of any other uid 

as a specific pan of a raga. 

*l.ava is threefold viz. the slow, middle and fast. 

*Craha loo i< threefold viz. sama (even), atffa (past) and anAyata (unarrived), cf. 
Chapter V for further details. 

*<iraha in the context of prafwndha implies udgrAfta, through In a rtlpa or fit! it 
meant initial note. 

*Ny&sa similarly is the final note, but in the context of prabandha it means conclusion 
of ilie composition. 

T rhe tnntnm (best) rUpaka has been spoken of in verse 361 c d ante. enumerates 
these three r+pa'a-t (WO as belonging to the category of mad'ivama. The lext merely 
states that dtpakn is threefold etc not specifying them anyway either ns uttava or 
umdhvama. On ihe other hand 'S’ speaks of threefold best rfpaka. Wc have followed the 
interpretation of‘K’ in our classification. 
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(iii) arnrsr^Tvrir 

> 

WFnhrimmrt 5 *'riro«ra < ) ^, 

fRr wsnrror: 1 

(iii) Adhama-nlpaka; (367 a b) 

lh „ CT „, MereJ a> |ht 
(These varieties arc described as follows): 

(iv) tr8nT?7*rifcr: 

(t)sf^TVTTO 

vssr nmniN to „ Uvall 
r riiW m^r ffW a* TfTSmriT l 
** onfirf*r row* to* ^rr ,,^ eM 
^ rswvnf ****** OWTOrofTTOTO I 
SfTSWTIiUllHMhTOTOff^ lirSOt 
sfff i 

(iv) Varieties oT madhyamo-riipaka: (367 c- 371 ) 

(I) Partvrtia-n'ipaka: 

—* « • <«~> 

5 becomes different throuali n rhan„„ • r Y ,c ' - Th 1 < f,rtJ,/ "*»o) 

| (steady note)." Thus, parbrna clearly^emeraeJ f)om°a c7 ,h °" "*** 

! tila. (368 c-369) y P 'rom a change in nig a and 

l Sra$thAna h q term that wa fi r *i ♦ 

§*j! t r o, "* u Wi ^ ( »^«Wngro«r,urt^wVB.?r ,er h <Ve,Se,9l) *" ,he wn ' c 

|mdiiMhat sense Here it r> used by ih e ,, llh £ jn " ‘ C word *"»«*"» « not 

hrm in verses 368 c *369 b. ^ Tcrfnl scn ' c which n elucidated 

*Sth4no register. 

y Ac cording to \s* the editor of Ad ed n r V n i 

c f. Anandashramf, rmrlpr constructed tl. c text a, 
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(^) 

T|it ^ I 

mg**unfafa*?9i^ yitaiT «rai*aT5 n^vsoii 
?fa t 

(2) Podantara-riipaka: 

When the excellence (of a pre-established rupaka) is enhanced by varying 
its verbal structure and the sthfya-s, retaining the same rdga, rasa and 
iAla ; it is padAntara. (370) 

IfsnPr »ita i 

it* ?rfiirrri»iT5?nifH53t5ftfifvii nn*r n qt» ? n 

(3) Bhaitjanisamirha-rupaka: 

ir a riipaka leaving aside its tonal structure (dhm), takes resort to | 
another dhatu, because of having a different dhStu, it is called bhaiijanU ? * 
sum kr it a, (371) 

(v) 3TtUt«T^5T: 

( \) ^F=ftlTT WTT*T 

UtU'WMI: ftgmi: ^HinHOHI Ufa I 

»\ 

qi^nr^l II^VJ^II 

(v) Varieties of adhanui-ri paka: (372*373) 

(1) KhalhltAra-rupaka: 

When the sthAya-s of the original rupaka ore transferred in to anothe 
verbal structure and a different sthAna f it becomes khollottAra. (372) im 

i 

T|T) at^t Tf I 

( 


(2) AnmAra-rftpaka: 

The rAga and tA/a (of the original ntpnkn) remaining the same, if there 
he a slight novelty (i.e. variation) in the tonal structure (dhatu) with a 
different verbal structure (matt,) it (the npako) becomes anuxflra- it j, 
devoid of heightened excellence. (373) 


(«) *fhryT<ftar: 


(i) »fcT5*ii: 


WWrf *pf M«»n‘ ^ 5f*ll<MHf(|S( I 
*ni 5TW *45^ a«n 11 * vsvm 

f35®n I|>^ (HI «qw?i *5$: fwf: l 
R?fiww4^i>if ©iRtrmt: wf: u^vsyn 
RTCpfan 1 

TOwi 113^11 

imrqrnfvRiR^ 1 

5^*W ll^vavjn 

re w grg qt rfr 1 

3<a^h^U'>nj<iri fa**? n 

*157? g$m*wiyi? 1 

9% *fto?grn: 1 

(b) The excellences and blemishes of song (glta): (374-380) 

(i) The excellences of song: (374-379 h) 

The ten excellences of singing (gfta)' arc naktu, purna, pro,anna 
wkumfiro, alankrta, soma, surakta, ilakyia, rikffta and madhura * 
(374*375 a) 

(These arc defined as follows): 

I. I'yakta (manifest) is that in which the basic words* along with the 

prefixes or suffixes are pronounced (i.e. sung) with clear and distinct notes. 
(375 b c) 


'••’fro (i.e in vocal melody) seems lo tefei lo rhe tonal as well as the verhil ». «i 
the rhythmic structure. * * a a 50 

JSInce all these terms ate p.csenlly being ,Mined. thei. litcial meanings are 
Indicated in Fnglisli 11 n,r not 

(S.WAH .MM)' " r ' U,k "' am which W ’ M '« '«"«• function mere clearly 
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2. Piirna (perfect) is complete with integral parts (ango-J of prabmdk 
and is enriched by shakes {gamakas). (375 d-376 a) 

3. Prasanna (clear) has lucidity of meaning. (376 b) 

4. SukumOrn (delicate) is produced in the throat. (376 c) 

5 zi tank {(a (embellished) arises from the three registers 

(376 d) . , . . . 

6. Santa (equipoised) is so called for il obtains a happy correlate 

among tone-patterns (tw*w *).' tempo {laya) and the registers. (377 a b) 

7. Surakia (delightful) embodies unity of the sounds of vin/i, flute at 
the throat. (377 c d) 

8. Slakpja (smooth) is indicative of smoothness (of movement) betwe 
the low and the high (tones) and the fast and the middle tempo and so f 

(378 a b) . 

9 (raised) is so called by Bharat a and others because it 

pronounced (sung) in high tones. (378 c d) 

H). Mailhura (sweet) is full of incomparable beauty and is enchantit 
for people. (379 a h) 

(ii) tfcrebTT: 

|t? 5Tir^n Mfiwsiafastfa 9i utiafcii 

snwj rifipsTfircW tow ntnipafli tt^eoit 

TfnTT.^ 5IT*mS7T»T^?T4: II 


ifei 


(ii) The blemishes of song: (379 c-380) 

Melodic fault Is tenfold via. (I) being defective by peoples* (popular^ 
standard, (2) being defective by critical-’ standard, (3) being inappropriate 
in fruf/-.», and <41 time.' (5) by repetition, (6) by violating the kaU-t} 
(7) by transgressing proper order,* (8) being devoid of meaning, (9) 
indecent or uncultured, and (10) being confused. (379 c-380) 

'I f ama could also mean nllal’lc' of the vng UM. 

*.<<iini. here means a btnly of rules incorporating criteria of critical evaluation. 

# rhnt is imperfect ion in the use of <ntii s, or, as *S* interprets it, ‘short of <rutks* 

'Some rAgti-x arc assigned to particular seasons or periods of time during the 
Viotation of this prescription may be implied 

*Koln has different mrat.iugs. hut hne it may imply the pattern of in the 
of the basic unit of time measure in #4to. 

*The order could he related to melody, rhythm, teat etc. 


^vrivn^fwift xA 181 
181 

i f^wj: 227 

!' tHUKHTl bs • 87 
ItwteflftsRr: WRo 4 
i nt*Ki 28 

l WmaftsWRimt^ 2 28 

|rjf m»( 106 
irjfrjfTftnrie* 206 
i irfRiTwitnd* 206 
(IW 2 I 5 

l «rjf: NtlfofopRi: 218 
: trffEl^pf 249 

[ Kftft rjvrtrt 0130 222 
> aqpmramt ttw: 308 
■ *pn%*rm*R 316 
[TOTTOITT#**: 259 
| iWIWiNI TTT® 97 

^ fltrm tn 4 b «t»go 135 

| writ 3 Ps*rai% 256 
^ xfo^H g uI nt: 181 

^rftrmnt: $*i1sr: 168 
^tWR: 234 
rtfrrcrnij 158 
pKn rffMRo i 
145 

TPJT flMI'JI ft© 14 
rnRtstfa3RT*( 16 
Rulsar wnf i()3 
|toRRFJ 252 

ntanreroRj 210 


Half-line &!oka-Indcx 


arpRjrr fbsm s 287 
at^arf Pi$r: 219 
a 139 . 1 T tRt s>r: 151 
arpanfbrogrnrj 307 
a^lbgn'lfiin'bani: |46 
sr^ctnuata ba 307 
ar^Rb^ am*: 166 
aigRRfaglstRS 169 
arb*rt|R»im: |50 
aRrmliRRR 190 
aRrlSf: 49; 43 

srit: 290 

aRrb olsml TO: 190 
aRRWRRgvfl b 178 
»RRT StRSt «(R(( 201 
SRRJ n^TiRRo 159 

ap^JilWit t«: 151 
«Fbst «J<R^<Rrr( 161 
SRTblTRStt KIR: I 2 
srt m<RiR«( 296 
app; fpmnmo 159 
jn*nRntb *srt 1 s t 

aWPtRHt faff): 174 

artfemv* sIsto 174 

arsfiRPSm Wt238 

aRjprclssgrmTO 288 

an?mwR»ri txr 257 
arfsRlfani* 19 
ar«fto.»RR: mRo 311 
ami qWfca 314 
ar^wnla 5Rpn( 222 







Corrigenda 


Page 

34 

39 

46 

91 


Lin* Line 

{from above) ( from below) 
8 

I 

6 

13 


incorrect 

(vi) 

writer 

MiJf. 


172 

1H7 

194 

205 

215 


2 

16 


9 

12 

II 


wnNmj 


234 14 

234 u 


qi nonnar «?*r 


264 13 

269 6 

307 
315 


5 

14 


308 ante 


Correct 

(vii) 

winter 

nqhfij: 

should be read 
on p. 92 after *Ri 
taim 

■mfoiftKirftm© 

add , after 
1. II 

odd n r -<0 7Mrn«n: 
**«• (after) 
add aat 
(befoie) 
nm?ifVo* 

■jnifn?* 

276 ante 

«U: 




